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ABSTRACT 
 
 In an effort to meet students’ arts education needs, the New York City 
Department of Education (NYCDOE) collaborated with various community 
organizations to develop the Blueprint for Teaching and Learning in the Arts in 2004.  In 
2008, the NYCDOE updated the music portion with a publication known as the Blueprint 
for Teaching and Learning in Music PreK–12.  After designing the new “Standards and 
curriculum guide” with the intention of changing arts education in New York City public 
schools, the NYCDOE organized various professional development workshops to prepare 
music teachers.  
Although the responsibility of music teachers was obvious, the role of assistant 
principals, who evaluate the performance of music teachers, was not apparent.  In this 
study, I employed questionnaire, interview, observation, and document analysis as data 
gathering instruments to investigate the implementation and supervision of the music 
education portion of The Blueprint standards.  I used a collective case study approach to 
conduct the study in the public high schools of New York City in light of the changing 
conditions of education in the NYCDOE.  
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I found that in the New York City public high schools, not every music educators 
was familiar with The Blueprint, and the NYCDOE did not make its implementation 
mandatory to all music educators.  Implementation of The Blueprint depended on 
individual teachers’ choice.  Because the NYCDOE did not train music supervisors how 
to supervise and evaluate the implementation of The Blueprint, they did not use the 
criteria from The Blueprint to evaluate music teachers.   
Data from classroom observation of music teachers indicated that they were 
implementing some of The Blueprint’s strands.  Music educators that were apprehensive 
about using The Blueprint believed that their established method of teaching music was 
sufficient, and that the NYCDOE does not always follow through with its policies.  
Administrative support and resources were not significant barriers except in one case, but 
time was an obstacle to the implementation of The Blueprint, especially the rehearsal 
time.  Time for other subjects took precedence over music. 
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CHAPTER 1: INTRODUCTION 
The emergence of standards-based reform has steered American education 
policymakers in a direction where the issue is one of “having or not having standards, as 
if having them were enough” to solve American education problems (Schmidt, Wang, & 
McKnight, 2005, p. 531).  The American public, government leaders, business leaders, 
and policymakers have accepted the idea that without standards-based reform the “United 
States is threatened by an unprecedented, escalating educational crisis” (Vinovskis, 1999, 
p. 5).  For example, in 1989, in an effort to solve and prevent future meager performance 
of American students on “international comparative assessments,” a conglomerate of 
American governors sought “world-class standards to guide educational practice” 
(McCombs, 2005, p. 3; Stecher, Hamilton, & Naftel, 2005, p. 4).   
The sudden enthusiasm about standards-based reform in education originated 
because “Americans clamor for standards” and they believe “standards improve the 
quality of life” (Ravitch, 1995, pp. 8–9).  Their belief has transformed into an assumption 
that creating educational standards will solve America’s educational problems.  For 
example, Richard W. Riley, the former U.S. Secretary of Education under President Bill 
Clinton, emphasized such a belief.  Riley wrote that provision of quality education means 
that the United States needs to “invest in higher standards for all children” (Riley, 1998, 
p. 18).  Advocates of national standards further asserted that “standards can improve 
achievement in education” (Ravitch, 1995, p. 25).   
Education standards began to emerge in several states and nationwide.  Such 
emergence was the outcome of the education reform effort, which resulted in a “powerful 
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and effective wake-up call” nationally (Consortium of National Arts Education 
Associations, 1994, p. 131).  As if all the public excitement about standards had not 
exerted enough pressure on state and local education policymakers, the reauthorization of 
the Elementary and Secondary Education Act (ESEA) mandated the creation of rigorous 
standards.  ESEA also required the alignment of standards to assessments and 
accountability for all states seeking federal assistance in 1994 (Massell, 2008; Quay, 
2010).   
The No Child Left Behind Act of 2001 (NCLB) reauthorized ESEA (Massell, 
2008; Reys et al., 2006; Shepard, Hannaway, & Baker, 2009).  The advocacy, broad 
support, and demand for standards among national, state, and local policymakers have, 
therefore, made standards a viable educational reform option for states and districts 
seeking improvement in education.  These have led to the adoption and proliferation of 
standards from subject to subject (Fuhrman, 2001; Marzano & Kendall, 1996; Ogawa, 
Sandholtz, Martinez-Flores, & Scribner, 2003; Ravitch, 1996). 
The publication of the National Standards for Music Education occurred in 1994 
(Resnick, Nolan, & Resnick, 1995).  However, national policy recognized the 
requirement to set standards by adopting “a set of national goals for education” in 1989 
(p. 439).  These goals did not take the arts into consideration.  The establishment of the 
National Education Goals Panel and the National Commission on Education Standards 
and Testing followed later.  Congress passed the Goals 2000: Educate America Act “after 
negotiations involving two administrations ([George Herbert] Bush and [Bill] Clinton) 
and two Congresses” (p. 439).   
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Goals 2000 “embodied a view of systemic reform” and it invited states to 
“establish learning standards” (Resnick et al., 1995, p. 439).  Goals 2000 also called on 
states to align assessments to the education standards and to harmonize curriculum, 
teacher preparation, textbooks, and professional development.  At the national level, 
enthusiasm about standards began in 1991 when the federal government provided grants 
for the “development of content standards in several subject matters” (p. 439). 
The creation of the National Standards for Music Education encouraged many 
states to create their own standards (Diehl, 2007; Kertz-Welzel, 2008).  However, the 
manner in which each state imitated the national standards ranged from a simple 
implementation of the national standards in their original form to the creation of 
standards that relate to them somewhat.  Many states attempted to align their standards 
with the national standards because national standards created an opportunity for states to 
focus and plan their improvement efforts (Kapinus, Morgan, Phillip, Quam, & Selden, 
1994).  Such opportunities included a “clear picture of educational goals—what students 
should know and be able to do” (p. 90).  States also had the opportunity to use national 
standards directly or create standards based on the results of national standards’ projects, 
or pursue an entirely different approach. 
In a publication known as State of the States 2012: The Arts Education State 
Policy Survey, the Arts Education Partnership ([AEP], 2012) identified in statutes or 
codes the policies for arts education for all 50 states, and the District of Columbia.  As of 
2011, some states were yet to establish music standards or implement the national 
standards for music education.  New York State is among the states that created music 
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standards.  In New York State, the arts are core academic subjects and the state requires 
arts for high school graduation.  New York State requires assessment for arts education, 
and it mandates that teachers of the arts possess state certification.  
Research findings have suggested that standards-based reform continues to 
receive widespread support from many segments of the population (Massell, 2008).  It 
also “remains a central framework guiding state education policy and practice” (p. 2).  
Because it sought improvement and rigor in arts education, the New York City 
Department of Education (NYCDOE) created the Blueprint for Teaching and Learning in 
the Arts K–12, a local curriculum guide, for all the arts in 2004.  The NYCDOE updated 
the music segment by publishing the Blueprint for Teaching and Learning in Music 
PreK–12 (henceforth referred to as The Blueprint) in 2008 (NYCDOE, 2004, 2008).  I 
examine the implementation and supervision of the music section of The Blueprint in this 
study.   
Background 
As educators continue to explore new ways to improve academic performance, 
they are discovering the potential problems associated with the creation and 
implementation of standards.  Harris and Goertz (2008) and Barton (2009) pointed out 
that despite NCLB’s admonition that all states should adopt coherent, rigorous academic 
content standards, state content standards vary widely in coverage, rigor, specificity, and 
clarity.  Although, the notion of standards was “intuitively appealing,” policymakers and 
educators were confused about its “operational meaning” (Shepard et al., 2009, p. 1). 
Implementation is a vital process that must be carried out before claiming success 
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for a reform policy; however, policymakers sometimes ignore implementation because of 
their enthusiasm, advocacy, and support for standards.  According to Public Agenda and 
Education Week, Reality Check 2000, “Often missing from the rhetoric about standards-
based reform is the discussion about how the ‘wish lists’ of what students should know 
and be able to do is translated into changes in practice at the school and classroom level” 
(as cited by Jamentz, 2003, p. 3).  There are several imminent repercussions if policy 
makers ignore these pertinent issues and create standards without resolving them.      
Repercussions of Creating Standards without Resolving Pertinent Issues 
The first of the imminent repercussions is the confusion that results from the 
choice of standards.  Another potential repercussion is the problem of meaning attached 
to the standards, as this may result in the failure of the standards.  Other imminent 
repercussions include inadequate instructional time to implement the standards and 
problematic state standards.   
Confusion about the choice of standards. National, state, and local 
policymakers could create or influence the creation of standards.  However “because the 
United States has a decentralized schooling system,” each state—rather than the federal 
government—has jurisdiction over education (Swanson & Stevenson, 2002, p. 4).  
Similarly, because the United States “exemplifies decentralization,” states are responsible 
for education policy and practice including the delegation of responsibilities to school 
districts within their boundaries (Travers & Westbury, 1989, p. 48).   
Policymakers at the federal level supported the creation of national standards. 
However, they believed that the United States would not make much progress in 
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improving performance unless states took a leadership role in creating coherent state 
policies that set high expectations for all students (Schwartz & Robinson, 2000).  
Therefore, the states’ legally binding authority over public education means that they are 
free to create the method of improving it.   
The national standards in the Clinton administration’s Goals 2000 legislation 
served only as ideal models for state standards and benchmarks against which to judge 
them (Ravitch, 1995; Schwartz & Robinson, 2000).  Testing and assessment remained the 
responsibilities of the states.  National standards, Schwartz & Robinson concluded, were 
to have no “independent weight” at the local level, because there was no national testing 
based on them (p.180).  The effect of the federal government’s role in public education 
then was to establish the means and the state of mind necessary for state and local 
educational entities to implement federal policy (Conley, 2003).  Conley stated further 
that although numerous studies indicated that the actual implementation process is never 
exactly what federal policy makers had in mind, the influences of national standards on 
local education practices are still significant in terms of both intended and unintended 
effects.  
In addition to multiple national and state content standards, many local school 
districts have developed standards in their quest for what is appropriate to teach their 
students (Schmidt et al., 2005).  It is important to note that when the national standards 
were created, the creators encouraged teachers to implement the standards because they 
were needed to be “the leaders in this process” (Consortium of National Arts Education 
Associations, 1994, p. 133).  It is possible, therefore, that the coexistence of national 
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standards and state standards created potential confusion for educators who must decide 
which one to implement.   
Confusion about the meaning of standards.  Shepard et al. (2009) indicated that 
content standards are often confused with performance standards (p. 4).  Policymakers 
often use “different theories of action” to explain how they expect standards-based 
reforms to work (p. 1).  They also tend to use “ambitious rhetoric” to seek reform of the 
system including changes in curriculum and assessments, in order to enable higher levels 
of learning (p. 1).  Studies of standards implementation tend to reveal a “familiar policy 
of test-based accountability” in which test items are often substituted for the standards (p. 
1).  Standards-based reform may fail if the meaning of standards is not apparent because, 
as Shepard et al. surmised, there was no “connection between rhetoric and reality” (p. 1).   
Inadequate instructional time.  In a study of domestic and international math 
standards, researchers reviewed 21 sets of state standards and concluded that the 
“organizing principle of state standards is based on repetition” and that the standards 
seemed to include every topic at almost every grade level (Schmidt et al., 2005, p. 555).  
Schmidt et al. stressed that the standards of the highest performing countries share certain 
characteristics, which the education standards of American states lack.  The topics are 
structured and more coherent in conceptual progressions that enable deeper learning with 
each subsequent grade.  The standards of the highest performing countries are more 
coherent than standards in American states, and they require mastery of challenging and 
advanced materials overall and at each grade level.  The coverage of a smaller number of 
topics in greater depth at every grade level, which is an integral part of the highest 
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performing countries’ standards, is missing in American standards.   
In comparison, standards in the United States cover the same topics over and over 
rather than emphasizing a progression of increasingly complex core concepts.  These 
results in the creation of lengthy and repetitive knowledge and skills that often hamper 
effective instruction and create a lack of coherence (Schmidt et al., 2005).  Lengthy and 
repetitive list of knowledge and skills described above tend to create uncertainty, leaving 
teachers to guess what to teach (Barton, 2009).  Based on teachers’ estimates, there was 
insufficient time to deal with all of the state standards in their subject and grade level 
(Quay, 2010). 
Problematic state standards.  Federal policymakers’ reliance on the states to 
develop content standards has been widely criticized.  Scholars criticized the practice 
because it gave rise to numerous and counterproductive state standards, prevented 
comprehensive coverage by teachers, and sent confusing signals to students and parents 
(Quay, 2010).  The standards were “wildly inconsistent” across state lines, and they were 
“insufficiently rigorous” in the sense that they did not prepare the students who mastered 
state standards for post-secondary success (pp. 2–3).  
Researchers examined documents relating to three levels of content standards —
elementary, middle and high school—in a study of states’ web sites (AFT-CIO, 2008).  
The study revealed that only Virginia met its “criteria for strong standards in all levels 
and subjects” (p. 4).  The purpose of the study was to review states’ efforts to develop 
productive, shared, and coherent standards in the four core content areas—English, math, 
science, and social studies.  Although some states required much work to improve the 
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quality of their standards, others only needed to concentrate their efforts on a few grades 
in one subject area.   
The quality of the standards also varied by level — elementary, middle and high 
school (AFT-CIO, 2008).  A closer look at the standards revealed that the middle-level 
standards were the strongest while the high school level standards were the weakest for 
most subjects.  The quality of high school level standards was the weakest because in 
some cases, there was clustering of standard at the high school level.  For example, 
“instead of being grade-specific or course-specific,” only one set of standards was 
available for grades 9–12 (p. 4).  The study supported the notion that the states’ standards 
were problematic. 
Limitations of National and State Standards and the Need for Local Standards 
The federal government exercises a limited role in education (McLaughlin & 
Elmore, 1982).  It provides very little funding towards the total amount spent on 
education.  Federal government’s policy works by influencing “resource allocation, 
program content, and organizational design” at the state and local levels, but not through 
significant funding or by operating educational institutions (p. 9).   
Although the federal government’s influence on educational quality can be 
positive, negative, or neutral, its role is always limited.  When state and local 
organizations implement national education policy, they do so “with their own 
administrative structure and political constituencies” (McLaughlin & Elmore, 1982, p. 9).  
Therefore, one should not base what national policy can accomplish on the 
misconception that federal policy controls the function of educational production.  
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Local educators see federal and state policies as distant (Swanson & Stevenson, 
2002).  They traditionally view federal and state policies as a “weak lever for promoting 
meaningful changes in core activities of schooling” such as teaching and learning (p. 17).  
Although local school systems may be “pawns in the strategies of state and federal 
politicians, they adapt education policies to the characteristics of their population” 
(Spring, 1988, p. 93).  Research findings have been consistent in suggesting that 
educational change is a process dominated by localized forces (Ogawa et al., 2003).  It is 
possible to attribute the bulk of “variation in instructional practices” to the school and 
classroom levels of the educational system (Swanson & Stevenson, p. 17).  
Teachers exert the strongest influence on instructional practices (Swanson & 
Stevenson, 2002).  Their powerful instructional effects, knowledge of standards, and 
reception of standards-based practices solidify their image as the “critical ‘street level 
bureaucrats’ for implementing educational change” (p. 17).  Teachers tend to be 
frustrated, however, when they have to address numerous state content standards 
(Massell, 2008).  They are even more exasperated when they have to determine the most 
essential standards, and face the “lack of flexibility and creativity in the standards” (p. 3).  
It is important to plan carefully when setting standards, and it is also essential to 
tailor standards-based approaches to the needs and values of individual schools and 
districts (Marzano & Kendall, 1996).  Setting standards is a “technical process,” and 
“organizing schooling around standards is not a cookie cutter process—no one size fits 
all” (p. 11).  Many states have adopted curriculum standards, but what connects 
“teachers’ instructional practices” and “student achievement” to the standards are the 
  
11
“decisions and actions of local school districts” (Ogawa et al., 2003, pp. 148–149).  All 
the potential limitations of standards mentioned so far reveal the need for the creation of 
standards at the local level and the need for research that carefully examines the creation 
and implementation of such standards. 
The Need for Local Arts Standards in New York City Public Schools 
The New York City Mayor, Rudolph Giuliani, and the NYCDOE embarked on 
Arts Restoration Throughout Schools (Project ARTS) in the 1990s.  Before the institution 
of Project ARTS in the New York City Public Schools, the national arts’ standards and 
the New York State standards for the arts were already available.  The policymakers for 
the NYCDOE decided in 2004, however, that the New York State standards for the arts, 
which the NYCDOE expected its schools to implement, lacked rigor and specificity.  
Although the NYCDOE did not make this claim publicly before the creation of The 
Blueprint, the belief was inherent in later statements of those who had a direct connection 
to The Blueprint, and those who authorized its creation.   
In the article, Designing for a Learning Community: A Handbook for k–12 
Professional Development Planners, Sharon Dunn, the senior instructional manager of 
arts education for the NYCDOE explained: “The thing that’s really different now is that 
we have The Blueprint (for the Arts).  Before, we had interest in arts and standards at the 
state level.  But they were pretty basic and not specific enough.” (New York City 
Department of Education, n.d.-a, para 1).  In the opening statement of The Blueprint, the 
New York City Chancellor for education, Joel Klein, explained further: 
The Blueprint provides a standards-based rigorous approach to teaching the arts.  
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It gives New York City’s students the opportunity to delve deeply into these 
subjects, while giving their teachers the latitude to create an instructional program 
that demonstrates student learning over time and in varied dimensions.  More 
importantly, the sequential study of art, music, dance, and theater will help 
students achieve both a vocation and an avocation. Their ongoing work will 
enable them to apply for advanced study or for jobs in the arts-related industries 
that are so important to the economy of New York City.  It will also provide them 
with a source of lifelong enjoyment as they become the future audience for the 
arts.  (New York City Department of Education, 2004, p. iii; New York City 
Department of Education, 2008, p. 3) 
Origin of the Blueprint for Teaching and Learning in the Arts 
Joel Klein, the Chancellor of NYCDOE from 2002 to 2010, established various 
committees in his quest to centralize administrative efforts in order to resolve various 
issues within the New York City Public School System.  This centralization allowed for 
creative scheduling and deployment of resources in different schools.   One of the 
committees’ duties was to resolve issues pertaining to arts’ subjects such as music, visual 
art, dance, and theatre at each significant educational juncture—elementary, middle 
school, and high school.  The committee’s primary function was to ensure the existence 
of a standardized curriculum blueprint for the arts.     
The Blueprint was to place each art subject in an interdisciplinary instructional 
context.  The context, which included application, culture, history, social and economic 
influences, and theory, as well as job and career opportunities was available to all art 
teachers (Baum, 2004).  The NYCDOE created The Blueprint in association with various 
arts organizations and educational institutions of New York City.  Chancellor Klein saw 
it as “an exceptional collaboration between educators from the school system and 
representatives from the arts and cultural community of New York City” (New York City 
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Department of Education, 2008, p. 3).   
The NYCDOE claimed that its goal was to provide high-quality art education to 
all students in New York City public schools so that they can discover the lifelong 
enjoyment and wonders inherent in the arts.  Through The Blueprint, it proposed to 
provide students with the opportunity to connect to art institutions and organizations that 
exhibit and perform the arts.  The NYCDOE also planned to offer advanced study in the 
arts so that students would have opportunities to obtain jobs in New York City’s arts-
related industries (New York City Department of Education, 2004).   
The states have “jurisdiction over education” and “legally binding authority” over 
public schooling (Swanson & Stevenson, 2002, p. 4).  The state of New York has 
jurisdiction over education in New York City.  However, since 2004, the NYCDOE 
determined locally through The Blueprint “what its students should know and be able to 
do in the arts” (Consortium of National Arts Education Associations, 1994, p. 18). 
Funding for The Blueprint  
A study of The Blueprint would be incomplete without enumerating the financial 
sources that are central and crucial to it.  Brief discussion of funding for the arts in New 
York City Public Schools guides an understanding of the funding for The Blueprint.  
Funding for arts education is a sensitive issue in New York City.  Advocates for the arts, 
education leaders, and policymakers believed that various government budget cuts over 
the years and inadequate funding created gaps that deprived New York City public school 
children of education in the arts (Center for Arts Education, 2009; Crone, 2002).  The 
organization known as the Campaign for Fiscal Equity used the arts budget issue as part 
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of its evidence during its “constitutional challenge” against the New York State’s public 
school funding system (Rebell, 2011, p. 24).  The 13-year-long legal battle began in 1993 
over inequitable distribution of educational funds to the New York City public school 
students in comparison to students in other public school districts in the state.   
Dr. Sharon Dunn, the senior instructional manager of the arts education for the 
NYCDOE, testified for the Campaign for Fiscal Equity that New York City’s Public 
Schools lacked resources such as staff, training, appropriate space, equipment, and 
supplies for the arts.  The lack of such resources was due to budget cuts and lack of 
funding (Campaign for Fiscal Equity [CFE] v. State of New York, 2003).  At the time, 
the resources were necessary for students to meet the New York State’s education 
requirements in the arts.  The Campaign for Fiscal Equity’s litigation was an allegation 
that the New York State’s school finance system “underfunded the New York City’s 
public schools and denied its students their constitutional rights to the opportunity to a 
sound basic education” (Rebell, 2011, p. 24).  The situation about which Dunn testified 
was a strong example of how New York State’s school finance system deprived students 
in the New York City Public School System a sound basic education in the arts. 
The Blueprint has been NYCDOE’s approach to the arts in its schools since its 
inception in 2004 (New York City Department of Education, n.d.-a).  Any discussion of 
funding for the arts in the New York City Public Schools is also a discussion of funding 
for The Blueprint, and such discussion is crucial because funding enables the creation and 
implementation of standards.  Significant funding for the arts in New York City Public 
schools began in the 1994 through a categorical fund known as the Project ARTS. 
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Categorical funds. Categorical funds are restricted revenues or dedicated funds 
intended for specific educational programs (Gotbaum, 2008; Weston, 2011).  The 
grantors of these funds only allow the recipients to use the resources for helping 
education and sometimes require recipients to match a portion of them.  Federal 
government funds such as Title I and the National School Lunch Program are examples 
of categorical funds (Weston, 2011).   
Private organizations and individuals can also be grantors of categorical funds.  
The Annenberg Foundation is an example of a non-governmental entity that has granted 
New York City public schools categorical funds for furthering art education (Annenberg 
Institute for School Reform, 2002).  Annenberg’s grant “revitalized education for the arts 
and led to the hiring of more than 1,000 teachers of music, art, and dance” in the New 
York City Public School System (p. 7); however, it required that its recipients—including 
the NYCDOE—match the grant amount. 
Annenberg’s challenge for the Arts. The renewed interest in education for the 
arts in New York City public schools began after Annenberg announced a $36 million 
arts education component in September 1994.  The New York City Public School System 
was the recipient of the grant (Annenberg Institute for School Reform, 2002; Annenberg 
Institute for School Reform, 2003; Center for Arts Education, 2007a).  The purpose of 
Annenberg’s grant for the arts was to revitalize arts’ education and to establish a new 
model education for the art in the New York City Public School System.  Music, dance, 
visual art and drama had been increasingly neglected for a generation in the New York 
City Public School System (Rothstein, 1995).   
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Mayor Rudolph Giuliani and the NYCDOE introduced Project ARTS in 1997 
(Center for Arts Education, 2007b).  The program was a response to the lack of arts 
education in the New York City public schools.  The “Annenberg challenge” (Giuliani, 
1996) as well as the overwhelming interest and support for the arts spurred the program. 
Project ARTS. Project ARTS was a safety net that helped in securing a minimum 
level of education for the arts (Center for Arts Education, 2007b).  It was the catalyst for 
“hiring certified arts teachers, purchasing of supplies, securing the services of arts 
education providers, and encouraging the contribution of private funds to match public 
dollars” (p. 8).  Through the Project ARTS initiative, the NYCDOE provided funding, 
incentives, guidance, and resources that enabled every public school in New York City to 
strengthen its arts’ programs.  The NYCDOE also provided guidance on how arts 
integration could ensure a rigorous arts component.   
From 1996 through 2007, Project ARTS fund guaranteed each school per capita 
allocation for instruction, materials, arts instruments, and partnerships with arts and 
cultural organizations (Gotbaum, 2009; New York City Department of Education, 2010).  
The formula used for Project ARTS funding was based on pupil enrollment.  It 
supplemented existing arts education budgets, and the NYCDOE used it to fund schools 
on a per capita basis in the Fiscal Year 1998. 
The goal of Project ARTS was to effect gradual rebuilding of comprehensive arts 
education from kindergarten through grade 12 system-wide as evidenced by The 
Blueprint (Center for Arts Education, 2007b).  The NYCDOE allowed its schools to use 
the Project ARTS support only for arts education.  It used the resource as incentive for 
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promoting the arts as well as a deterrent to lessen the temptation of using the fund as a 
subsidy for existing programs.  Schools that closed arts programs or terminated arts 
specialists lost their eligibility for funding (New York City Department of Education, 
n.d.-a; Center for Arts Education, 2004).   
Project ARTS funds were an incentive for principals and arts specialists to 
implement The Blueprint.  The consequence for noncompliance was denial of funds to 
schools without arts education (Center for Arts Education, 2004).  The Annenberg grant 
for the arts required the creation of customized partnerships with local cultural 
institutions (Annenberg Institute for School Reform, 2003).  Such collaboration enabled 
the development approaches to arts education that is specifically tailored to the context of 
New York City Public Schools instead of “pre-established programs” (p. 46).  One of the 
main approaches the NYCDOE and its arts partners developed was The Blueprint (New 
York City Department of Education, n.d.-a). 
The end of Project ARTS. At the beginning of the 2007–2008 school year, the 
NYCDOE abolished dedicated Project ARTS funding and gave school administrators 
more control over their school budgets (Center for Arts Education, 2007b).  The 
NYCDOE eliminated “all forms of categorical funding” within its power (p. 6).  The 
NYCDOE specifically eliminated Project ARTS as a line of funding on the basis that it 
was “not effective in ensuring arts education for all students” (p. 4).   
One of the NYCDOE’s initiatives during Chancellor Klein’s administration was 
to ensure that principals had autonomy over their budget and complete power to make 
decision on how to spend the funds the NYCDOE allocated to their schools (Siegel, 
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2013).  Instead of earmarking fund for arts programs, the NYCDOE provided arts 
education funds as part of the general operating budgets of each school, and each 
principal decided on the portion of the funds to spend on the arts.  The NYCDOE stated 
that its “Accountability Initiative” would hold “principals accountable for adequate levels 
of arts education in each school” (Center for Arts Education, 2007b, p. 5).  Elimination of 
Project ARTS funding meant that school administrators could decide whether to continue 
to support arts programs or shift money according to their priorities.   
Fair Student Funding.  The NYCDOE replaced Project ARTS and all 
categorical funding with Fair Student Funding (FSF).  The NYCDOE stressed that under 
FSF, schools would continue to receive all of the money they had always obtained for the 
arts including Project ARTS funding.  The NYCDOE also stated that FSF gave principals 
significantly greater discretion over spending decisions, and allocation of funds to meet 
art accountability measures.  The NYCDOE emphasized that it sends the money it cuts 
from central and regional budgets directly to every school through Children First 
Supplemental funding to ensure that every school has new discretionary resources in its 
budget (New York City Department of Education, 2007c; New York City Department of 
Education, 2010).  The NYCDOE introduced the ArtsCount, another initiative through 
which it monitored art in schools (Center for Arts Education, 2007b; Gotbaum, 2008; 
Logan, 2009; New York City Department of Education, 2007b).    
Critics contended that under the FSF initiative, principals had moderate control 
over their resources, but the NYCDOE knew that principals would not spend a substantial 
percentage of school budgets on the arts (Bodilly, Augustine, & Zakaras, 2009; Center 
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for Arts Education, 2009; Gotbaum, 2008; Logan, 2009).  Critics stressed that the 
principals’ priorities were, usually, those on which the NYCDOE measured success and 
accountability and the arts were not among them (Logan, 2009).  The NYCDOE 
maintained that FSF ensured increased equity, preserved stability, and improved student 
achievement and transparency of school budgets.  It claimed that other funding systems 
tend to result in disparity and unfairness among schools and students (Center for Arts 
Education, 2007a).  No study has determined whether the abolition of Project ARTS and 
the introduction of FSF created budgetary growth or barriers for music and other arts 
during the classroom implementation of The Blueprints. 
The Blueprint and its Components  
The Blueprint is the arts education curriculum standards document that the 
NYCDOE and its arts partners created for the New York City public school students in 
2004.  The NYCDOE initially created it for visual arts and music, but recently added 
versions for other arts such as dance, theater, and the moving image.  The NYCDOE also 
released The Blueprint for Teaching and Learning in Music Grades PreK–12: Arts 
Education Manual for School Leaders to enable school leaders to structure and evaluate 
arts programs (New York City Department of Education, 2010).  The Blueprint detailed 
what New York City public school students should know and be able to do in the arts.  It 
is unique to the NYCDOE and its implementation is by New York City public school arts 
educators only.  It has coexisted with the New York State’s arts education standards and 
the National Standards for Arts both of which were in existence before The Blueprint 
(Consortium of National Arts Education Associations, 1994; New York State Education 
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Department, 2002). 
Chancellor Klein defined The Blueprint as a curriculum guide that provides 
students with arts knowledge (New York City Department of Education, 2004).  The 
NYCDOE and its arts partners created The Blueprint to motivate and enable students to 
“take advantage of the rich resources available across New York City” (p. iii); those 
resources include “museums, concert venues, galleries, performance spaces, and theaters” 
(New York City Department of Education, 2008, p. 3).  Because this study is an 
investigation of the implementation of The Blueprint, it is necessary to explain which 
aspects of The Blueprint required implementation.   
The Blueprint comprises five strands that include the components for instruction: 
making music, music literacy, making connections, community and cultural resources, 
and career and lifelong learning.  Although, the information in the strands is not 
definitive, the NYCDOE expects it to engage educators in conversation about how to 
construct cohesive learning experiences for students (New York City Department of 
Education, 2004).  The following are explanations of the five strands of The Blueprint, a 
scaffold on which the NYCDOE expects music educators to build “a sequential, cohesive 
preK–12 music curriculum” (New York City Department of Education, 2008, p. 14). 
Making music.  The music-making strand specifies “what students should be able 
to accomplish at the end of benchmark years—second, fifth, eighth, and twelfth grades” 
(New York City Department of Education, 2004, p. 3).  The strand will enable students to 
build technical and expressive skills, as well as develop artistry and unique personal 
voice in music (New York City Department of Education, 2008).  Students will also be 
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able to “experience the communication power of music by exploring, creating, 
replicating, and observing music,” and they will be able to “understand music as a 
universal language and a legacy of expression in every culture” (p. 10). 
Music literacy.  The literacy strand recognizes that music has its own vocabulary, 
and a set of skills that support learning across the curriculum.  For example, although 
music notation is a language in its own right, a student who develops musical notation 
reading skills simultaneously develops skills useful to learning how to read (New York 
City Department of Education, 2004).  Furthermore, there is a similarity between “the 
careful observation of the work of art” and the “close reading of the text—one that 
includes making observations and making inferences” (p. 3).  The arts provide unlimited 
subjects for students to read and write about including engaging in “accountability 
through their speeches” (p. 3).   
The strand enables students to know how music language and aesthetics work 
(New York City Department of Education, 2008).  They can apply the knowledge to 
“analyzing, evaluating, documenting, creating, and performing music” (p. 10).  Students 
will be cognizant of their roles as “articulate, literate musicians” when they communicate 
with “families, schools, and communities through music” (p. 10). 
Making connections.  This strand provides students with social, cultural, and 
historical contexts for understanding music and the relationship to other subjects in the 
curriculum (New York City Department of Education, 2004).  The NYCDOE expects 
students to apply the musical “knowledge and skills” they learn to interpret the world 
around them (p. 3).  When students investigate the historical, social, and cultural contexts 
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of creative work, they widen their creative horizon (New York City Department of 
Education, 2008).  When they explore “common themes and principles connecting music 
with other disciplines, students enrich their creative work” (p. 10).  They also 
“understand the significance of music in the evolution of human thought and expression” 
(p. 10). 
Community and cultural resources.  The NYCDOE believes that there are 
abundant cultural resources within the New York City community (New York City 
Department of Education, 2004).  This strand provides the opportunity for students to 
engage actively with resources that “are integral to the development of young artists and 
musicians” by “expanding their horizons and enhancing the instruction they receive in 
school” (p. 3).  The resources include the “institutions, schools, studios, community-
based organizations, libraries, concerts, exhibitions,” as well as the “artists that contribute 
to the cultural and economic vitality” of New York City (p. 3).   
Working with “professional artists and arts organizations that represent diverse 
cultural and personal approaches to music” can broaden students’ perspectives (New 
York City Department of Education, 2008, p. 10).  Students can also expand their 
viewpoint if they see “performances of widely varied music styles and genres” (p. 10).  
The NYCDOE concluded that “active partnerships that combine school and local 
community resources with the full range of music and cultural institutions in New York 
City create a fertile ground for students’ music learning and creativity” (p. 10).  
Careers and lifelong learning.  The NYCDOE stated that although some 
students are likely to pursue arts-related careers, most will use the arts for self-expression 
  
23
and lifelong enjoyment (New York City Department of Education, 2004).  All human 
fields of endeavor require career-building skills such as “goals setting, planning, and 
working independently and in teams” (p. 3).  Arts students also learn these career-
building skills.  
This strand prepares students to consider music and related occupations as parts of 
their goals and aspirations (New York City Department of Education, 2008).  Students 
should be able to understand how the various music and related professions “support and 
connect” with each other (p. 10).  They should be able to “carry physical, social, and 
cognitive skills learned in music, and the ability to appreciate and enjoy participating in 
music throughout their lives” (p. 10).  This fifth strand stresses the opportunity for 
students to become the performers and audiences of the future.   
Cross-reference of National, New York State, and NYCDOE Blueprint Standards 
To understand the overall role of The Blueprint as music education standards, it is 
necessary to situate it within the context of both the National Standards and the New 
York State Standards for Music Education.  The NYCDOE created The Blueprint based 
on both standards.  The creation of education standards has been characterized as a 
“potentially transformative educational experiment” and a policy instrument that the 
nation used to “steer educational institutions” (Resnick et al., 1995, p. 438). 
Traditionally, governing in education was “substantially a matter of setting and 
enforcing rules of procedure” (p. 438).   The aim of the education reform movement was 
to govern by outputs so that the education institutions would be free to devise the 
necessary procedures for meeting the outcome criteria.  However, the widespread 
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enthusiasms for standards stemmed from a seemingly straightforward theory of action 
that standards can enhance academic achievement and equalize educational opportunities 
(Clune, 2001; Ogawa et al., 2003). 
The National Standards for Music Education were designed to provide a vision of 
the meaning of an education in music (Kertz-Welzel, 2008).  The National Standards 
were supposed to be the foundation for constructing a comprehensive and sequential 
curriculum in music.  They were perceived not as an “orientation for lesson plans” but as 
a “curriculum planning” guide for the state and district levels (p. 115).  
The New York City Department of Education decided to prioritize the arts for its 
public schools based on the understanding that the arts enrich children’s lives and 
learning, and the belief that all students deserve the opportunity to experience a rich 
education in the arts.  The NYCDOE had always encouraged its schools to comply with 
the New York State standards.  The focus on music education standards for the New 
York City Public Schools began in 2004 with the introduction of The Blueprint.   
The NYCDOE emphasized that it designed The Blueprint to accomplish the same 
goal as the national standards and the New York State music education Standards.  
Therefore, The Blueprint aligned and incorporated standards-based quality arts (music) 
education, and sequential arts (music) learning with a focus on increasing students’ 
achievement in the arts (music) at all levels (Center for Arts Education, 2004).  The 
Blueprint draws most of its materials from the National Standards for Music Education 
and the New York State Standards for Music Education as Figure 1 illustrates. 
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Figure 1. How The Blueprint relates to the national and NYS music education standards. 
The National Standards for Music Education defined the components that 
constitute a quality music education program.  Straub (1994) stated that their adoption 
signaled the beginning of change in music education.  At the national level, there are nine 
standards grouped into three competencies: performing standards, creating standards, and 
responding standards.   
Standards 1, 2, and 5 fall under the performing category, standards 3 and 4 fall 
under the creating category while standards 6, 7, 8, and 9 fall under the responding 
category (Diehl, 2007; Shuler & Connealy, 1998).  The State of New York aligned its 
standards with the nine national standards and condensed them into four competencies: 
creating, performing, and participating in the arts; knowing and using arts materials and 
resources; responding to and analyzing works of art; and understanding the cultural 
dimensions and contributions of the arts (New York State Education Department, 2002).   
The creators of The Blueprint combined the nine national standards and the four 
New York State standards into four strands: music making, music literacy, making 
connections, and community and cultural resources.  Moving beyond the national and the 
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New York State 
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New York City Standards: The Blueprint for Teaching and 
Learning in Music, PreK–12 
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New York State standards, they included a fifth strand known as Career and Lifelong 
Learning.  This fifth strand focuses on preparing students for future carriers in the arts 
and the future enjoyment of the arts.  The Blueprint is also more specific (New York City 
Department of Education, n.d.-a).  The Blueprint places music in interdisciplinary 
instructional context: history, culture, theory, application, social and economic 
influences, as well as job and career opportunities (Baum, 2004; New York City 
Department of Education, 2004).   
The NYCDOE based the need for The Blueprint on the claim that the New York 
State Standards for the arts were too basic and not specific enough.  It claimed that The 
Blueprint goes beyond the New York State Standards for the arts because it offers 
concrete approaches to the teaching of the art form at varying grade levels (Center for 
Arts Education, 2004).  However, no one has conducted a study to determine if The 
Blueprint is more rigorous and more specific than the National Standards for Music 
Education or the New York State Standards for the Arts.   Although, serious effort was 
devoted to answering questions in this study, no claim is made about the issue of The 
Blueprint’s rigor.  Figure 2 shows the cross reference of the NYCDOE Blueprint 
standards, the New York State Music Education Standards and National Standards for 
Music Education. 
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NY City Blueprint NY State Standards National Standards 
Standard 1 
Music Making: 
A complete music-making experience 
includes opportunities for: Hands-on 
and interactive learning Self-expression 
Reflection 
 
Standard 1 
Creating, Performing and 
Participating in the Arts: 
Students will actively engage in 
the processes that constitute 
creation and performance in 
music, and participate in various 
roles in music. 
 
Standard 1 
Singing, alone and with others, a 
varied repertoire of music. 
Standard 2 
Performing on instrument, alone 
and with others, a varied 
repertoire of music. 
Standard 3 
Improvising melodies, variations 
and accompaniment 
Standard 4 
Composing and arranging music 
with specified guidelines 
Standard 2 
Music Literacy: 
A complete education in music 
develops the ability to use and 
understand the language of music 
through: Listening and responding to 
live and recorded repertoire; Notation, 
recording, and music technology; 
Description, analysis, and evaluation. 
Standard 2 
Knowing and Using Arts 
Materials and Resources: 
Students will be knowledgeable 
about and make use of the 
materials and resources 
available for participation in 
various roles in music. 
Standard 5 
Reading and notating music 
Standard 6 
Listening to, analyzing, and 
describing music 
 Standard 7 
Evaluating music and music 
performances 
Standard 3 
Making Connections: 
A complete musical experience is 
enriched by making connections: 
Recognizing parallels between music 
and other disciplines; Gaining an 
understanding of the cultural and 
historical context of music; Exploring 
personal connections with music. 
Standard 3 
Responding to and Analyzing 
Works of Art: 
Students will respond critically 
to a variety of works in music, 
connecting the individual work 
to other works and to other 
aspects of human endeavor and 
thought. 
Standard 8 
Understanding relationships 
between music, the other arts, 
and disciplines outside the arts. 
 
 
Standard 4 
Community and Cultural Resources: 
A complete musical education includes 
establishing relationships among: The 
classroom; New York City; The global 
cultural community. 
 
Standard 4 
Understanding the Cultural 
Dimensions and Contributions 
of the Arts: 
Students will develop an 
understanding of the personal 
and cultural forces that shape 
musical communication and 
how music in turn shapes the 
diverse cultures of past and 
present society. 
Standard 9 
Understanding music in relation 
to history and culture 
 
Standard 5 
Careers and Lifelong Learning: 
A complete musical education will 
result in a lifelong relationship with 
music in one or all of the following 
capacities: Professional; Avocational; 
Consumer-related. 
  
Figure 2. Cross-reference of three music education standards documents. 
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Implementation of The Blueprint 
Implementation is the process of carrying out, accomplishing, fulfilling, 
producing, and completing a policy in order “to obtain the desired result” (Brynard, 2005, 
p. 4).  It is a controversial issue that can be confusing especially when it concerns 
education standards.  The controversy and confusion relate to the what, when, who, why, 
and how of implementation.  In regard to the implementation of The Blueprint, two areas 
are pertinent: who implements it, and how they implement it.   
Who implements The Blueprint? The educators implementing The Blueprint in 
classrooms are the NYCDOE certified teachers of the arts, individuals on whom NYSED 
conferred K–12 licenses in Dance, Music, Theater, or Visual Arts (New York City 
Department of Education, 2010).  The NYCDOE maintained that the most reliable means 
of ensuring developmentally appropriate, graded, sequential arts instruction is by 
employing licensed, certified arts teachers.  The NYCDOE felt that certified arts teachers 
have spent many years studying and refining their expertise in their art forms, and they 
possess the depth and scope of knowledge of their subject area content.  The NYCDOE 
stated that full-time certified arts teachers are the backbone of an excellent arts education 
program, and that they are crucial to the high-quality implementation of The Blueprint 
(New York City Department of Education, 2010).   
Another reason the NYCDOE cited for preferring certified arts teachers is the 
professional experience which they bring to their teaching, making them a resource to 
students and staff.  Certified arts teachers offer skills-based and interdisciplinary 
curriculum-integrated arts studies to students, and they can build scaffolded, multi-year 
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curricula that promote a high level of student achievement in the arts through their 
regular interaction with students.  According to the NYCDOE, the effectiveness of 
certified arts teachers magnifies when they work in collaboration with classroom teachers 
(non-artists) and teaching artists from arts organizations and cultural institutions (New 
York City Department of Education, 2010).   
It is important to note here that, before the creation of The Blueprint, the issue of 
certified arts teachers did not seem to be the priority of the NYCDOE.  The chancellor of 
the NYCBOE convened a task force charged with the duty of collecting a system-wide 
data about the arts in the New York City public schools in 1991.  The task force revealed 
that two-thirds of the New York City public schools had no licensed art or music teachers 
(Center for Arts Education, 2007; Chira, 1993; Crone, 2002).  The current emphasis on 
certified teachers of the arts to implement The Blueprint may be due to the requirement of 
the No Child Left Behind Act.  The NCLB Act specifically required that all core subject 
areas be taught by “highly qualified” teachers (No Child Left Behind Act of 2001, PL 
107–110, 2002).   
It may also be due to Riley’s (1998) statement about implementation of 
educational policy reform: “the most critical investment we can make is in well-qualified, 
caring, and committed teachers.  Without good teachers to implement them, no 
educational reforms will succeed at helping all students learn to their full potential.” (p. 
18).  The NYCDOE stated that certified arts teachers implement The Blueprint.  
However, no current study has specifically examined the credentials of those who 
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implement The Blueprint in the classrooms of New York City public high schools to 
verify their certification and qualification. 
How should The Blueprint be implemented? The NYCDOE suggested that 
music teachers employ the Wraparound as a method of implementing The Blueprint 
standards (New York City Department of Education, 2008).  The Wraparound, according 
to the NYCDOE, is a “creative tool for teaching music repertoire through the five strands 
of learning” (p. 15).  Because the NYCDOE does not have a list of music compositions 
from which music teachers can choose, music teachers are free to select their own 
repertoire.  However, the New York State School Music Association (NYSSMA) manual 
contains a collection of instrumental and vocal music titles for solo and ensemble 
performance.   
NYSSMA is an organization of educators that promote music education in 
schools and communities throughout the New York State.  NYSSMA also organizes a 
variety of solo and ensemble competitions for schools that want to participate.  New York 
City public school music teachers whose students participate in the competitions are 
required to use the NYSSMA’s manual. 
The Wraparound encourages teachers to “brainstorm, investigate, and organize 
the elements, skills, information, and resources” they need to teach students how to 
perform music compositions (New York City Department of Education, 2008, p. 15).  
The Wraparound tool enables music teachers to support their students in learning the 
necessary skills, information, observations, and cultural connections they need to perform 
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the work authentically.  Teachers can use it to guide the assessment of students’ work, 
and they can translate it into “a Unit Plan” and eventually into “Lesson Plans” (p. 15).    
It is one thing to advocate the employment of the Wraparound for the 
implementation of The Blueprint as if this would enable students to learn all aspect of the 
standards, but researchers suggested otherwise.  For example, Conway (2008a) made two 
important discoveries while engaging in curriculum development with dozens of school 
districts following the release of the National Standards for Music Education and during 
conversations with curriculum coordinators and music educators about implementation of 
the National Content Standards.  First, schools with abundant resources and well-
developed music programs interpret the standards only as a guide for the offerings for a 
department.  For example, students met Standard 1 (singing alone and with others) in 
choir, Standard 2 (playing alone and with others) in the band or orchestra, Standard 3 
(improvising melodies, variations and accompaniments) in jazz band and Standard 4 
(composing and arranging music within specified guidelines) in a technology course.  
Conway concluded that children would encounter instruction across all of the standards 
only if they took every music course offered at the school.   
Second, Conway (2008a) discovered that some districts were so detailed in 
documenting the work in all nine content areas that performance ensembles suffered, and 
students dropped out of the music program.  There has been no study of how teachers 
implement The Blueprint in the classroom of New York City’s public high schools.  No 
study has determined whether or not students can encounter all the strands in one 
instructional period of a music course with or without the use of the Wraparound. 
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Supervision of The Blueprint 
Six years after the creation of The Blueprint, the NYCDOE Office of Arts and 
Special Projects (OASP) introduced another document known as The Blueprint for 
Teaching and Learning in the Arts PreK–12: Arts Education Manual for School Leaders 
(referred to henceforth as The Manual).  The Manual is the administrator’s and 
supervisor’s component of The Blueprint.  The NYCDOE stated that The Manual 
complements The Blueprint and is a guide to the administration, supervision, and 
implementation of excellent arts programs in schools.  The Manual addresses how school 
leaders can design excellent and strong arts education programs that reach every student 
by building skills, knowledge, and understanding in the arts from year to year.  It also 
deals with issues such as scheduling, budgeting, staffing, instructional space, assessment 
of student learning in the arts, and evaluation of arts teachers and instructional programs 
(New York City Department of Education, 2010). 
The Board of Education officials have long recognized the importance of 
supervision in music education, dating back to the period when the notion of music 
education was taking a foothold in the public schools of New York City.  Advocacy for 
music supervision began shortly after the advocacy for the inclusion of music education 
in the public schools of New York City (Dox, 1991).  Consequently, the NYCDOE 
(Known as New York City Board of Education [NYCBOE] before 2002) created a 
process enabling a teacher of music to obtain certification as a supervisor of music in a 
similar manner as teachers of other subjects.  
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The process of obtaining a supervisory qualification—that is, a credential as a 
principal or assistant principal of supervision for any subject (including music)—in the 
New York City public high schools involves four steps.  These steps include obtaining a 
New York State teacher’s certification in the subject area, receiving training in 
administration and supervision, and obtaining a New York State certification in 
administration and supervision.  It also includes obtaining a supervisory certificate as a 
principal or as an assistant principal in the subject area of interest from the NYCDOE 
(New York City Department of Education, 2002).  The procedure for becoming a school-
based principal or assistant principal in the New York City public school system involves 
a special selection process known as the C-30 process (New York City Department of 
Education, 2014).  
At the inception of The Blueprint, there was no apparent provision for the 
supervision of its implementation in schools.  Research relating to music supervision and 
credentials of music supervisors in the New York City public schools is scarce except for 
Dox’s (1991) historical study, which includes a brief history of music supervision in the 
New York public schools.  However, few relevant studies have been conducted in other 
states about supervision of music in schools and the credentials of music supervisors.  
In a study of Northern New Jersey Schools, Pierce (2005) indicated that the 
practice was to rely on supervisors without music credential to serve as music 
supervisors.  Ross (2007) conducted a study of music supervision in Tennessee Public 
Schools.  Ross compared the result of music students’ assessment and found that music 
students, whose teachers were supervised by musically trained supervisors, had greater 
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music achievement than music students whose music teachers were supervised by general 
(non-musically trained) supervisors.  Studies of The Blueprint that are similar or 
comparable to Pierce’s and Ross’s do not exist.  A study that focuses on the qualification 
and credentials of those who supervise the implementation of The Blueprint and the 
manner in which school leaders supervise it in the New York City public school system 
would illuminate the issue of music supervision.   
Assessments and Evaluation  
In the New York City public schools, the documents that address assessment and 
evaluation of arts’ education are The Manual and The Arts Education Reflection Tool 
(New York City Department of Education, 2010; New York City Department of 
Education, n.d.-b).  Each of the arts subjects has a reflection tool for different grade 
levels.  The “Music Reflection Tool: High School Level” is applicable to this study.  The 
Music Reflection Tool guides principals, school teams, arts and cultural organizations, 
teachers, teaching artists, and researchers in assessing the quality of the delivery of arts 
education to students in grades PreK–12.  The NYCDOE uses the Music Reflection Tool 
to evaluate four essential elements of high-quality music education: organizational 
practice, student outcomes, instructional practice, arts and cultural service providers 
(New York City Department of Education, 2010; New York City Department of 
Education, n.d.-b).  
The NYCDOE created rubrics for each of the four categories.  Organizational 
practice is measured using a rubric that evaluates (a) school environment, (b) physical 
resources, (c) space, staff, and instructional time, (d) teacher support, and (e) the use of 
  
35
arts data.  Student outcome is measured using a rubric that assesses (a) student 
engagement, (b) demonstrated arts skills, as well as (c) knowledge and understanding.  
Instructional practice is measured using the rubric that evaluates (a) curriculum, (b) 
teaching and (c) learning.  The NYCDOE uses a rubric that assesses (a) in-school 
residencies, (b) exhibitions, and (c) performances to measure arts and cultural service 
providers (New York City Department of Education, n.d.-b).  
Assessment of student outcomes. To assess student outcomes, the NYCDOE 
created rubrics that focused on student engagement, demonstrated arts skills, as well as 
knowledge and understanding.  The NYCDOE stated that it was working on another type 
of assessment through the Arts Achieve for the arts in the New York City Public High 
Schools.  Arts Achieve is an initiative offered through the NYCDOE-OASP to support 
arts learning and Common Core Capacities for Career and College Readiness.   
Two US DOE grants—Investing in Innovations (i3) and Arts Education Model 
Development and Dissemination (AEMDD) —fund this initiative.  In partnership with 
five of the city's premier cultural organizations, the NYCDOE-OASP planned to develop 
performance arts assessments.  It also planned to develop support formative assessment 
practices for student learning in the arts at the 5th grade, 8th grade, and high school levels 
(New York City Department of Education, 2009).   
The NYCDOE planned to align the performance and content assessments with 
The Blueprint and Common Core Capacities for Career and College Readiness.  The 
NYCDOE selected a group of New York City public schools to participate in a five-year 
project focused on improving student outcomes in the arts.  The selected schools were to 
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implement effective formative assessment strategies and data-driven instructional 
practices before implementation in the rest of the New York City Public School System.  
Ultimately, the NYCDOE expected Arts Achieve to provide a nationwide model for 
assessment in the arts (New York City Department of Education, 2009). 
Supervision and evaluation of instructional practice.  In education, supervision 
is inextricably linked to evaluation of teachers.  Although school level supervisors such 
as principals and assistant principals sometimes perform other administrative work, their 
main duty is to supervise and evaluate the instructional practice of teachers.  Because 
quality teaching is a very important factor that contributes to student learning, “ensuring 
and promoting high-quality teaching should be paramount” among the functions of 
school leaders (Danielson, 2008, p. 41).  The purpose of teacher evaluation then is to 
ensure teacher quality and to promote teacher learning.   
In the New York City Public School System, administrators used a two-tiered 
system for evaluating teachers.  Under the two-tiered system, the NYCDOE rated 
teachers as satisfactory or unsatisfactory, basing the rating on teachers’ classroom 
instructional practice only.  However in May 2010, the New York State legislature passed 
education law § 3012-c.  This new law mandated significant changes in the evaluation of 
teachers and school leaders in all school districts in New York State.   
The NYCDOE and the teachers’ union, the United Federation of Teachers (UFT), 
failed to complete the required collective bargaining by the legislature’s stipulated 
deadline.  The New York State Commissioner of Education felt compelled to exercise his 
power by imposing a new evaluation system on the New York City Public School System 
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as the law required (Cramer, 2013).  The new evaluation model consists of four tiers—
highly effective, effective, developing, and ineffective.  It requires administrators to base 
teachers’ evaluation on classroom instructional practices and students’ test scores 
(Joseph, 2013). 
Some scholars have stressed that a well-designed and properly implemented 
evaluation system is essential in the delivery of effective educational programs and 
school improvement (Stronge & Tucker, 2003).  The NYCDOE stated that successful 
classroom music instruction contains a variety of components that should be evident 
during the observation process.  Such components are listed in The Manual’s section 
known as the “General Hallmarks of Good Arts Pedagogy” (New York City Department 
of Education, 2010, p. 43).   The General Hallmarks of Good Arts Pedagogy was 
designed to guide administrators when observing and evaluating music teachers and 
instructional practices.  Studies that examined whether or not music teachers in New 
York City public high schools are evaluated based on criteria from The Manual and The 
Blueprint remains sparse. 
Professional Development for The Blueprint  
When the NYCDOE first created The Blueprint, NYCDOE-OASP offered 
citywide workshops and courses to address the needs of arts teachers who were 
responsible for its implementation.  The NYCDOE recognized the value of professional 
development in the implementation of The Blueprint.  The NYCDOE believed that 
professional development for arts teachers is an investment that results in improved 
instruction and classroom management.  It also enhances teachers’ knowledge base and 
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the implementation of assessment strategies that helps both arts supervisors and the 
teachers evaluate the effectiveness of both their teaching methods and students’ 
achievement in the arts.   
The NYCDOE-OASP generally planned professional development events on 
Chancellor’s Staff Development Days, during the summer, and at other times during the 
school year.  Arts teachers’ attendance at the professional development workshops was at 
the discretion of their school principals (New York City Department of Education, 2010).  
The NYCDOE did not initially plan professional development workshop for school 
leaders when The Blueprint was first created in 2004.    
The ending of categorical funding for the arts affected the manner in which 
teachers obtained professional development.  New York City public school teachers and 
school leaders had a variety of professional development options available to them.  
However, individual schools had to purchase professional development workshops and 
arts courses for school leaders and teachers. 
Teachers’ ability to implement and disseminate knowledge about educational 
standards is dependent on subject matter competence as well as familiarity, knowledge, 
and understanding of the standards (Byo, 1999; Kirsten, 2006; Reimer, 1993).  However, 
to implement standards at a higher level, it is essential to expose and train administrators 
and supervisors about standards (Bell, 2003).  Although teachers received professional 
development about to implement The Blueprint, the NYCDOE did not consider the fact 
that many school leaders lacked a background in the arts and that they would benefit 
from professional development sessions.   
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Critics have emphasized that the New York City Public Schools System is 
historically weak in providing professional development and information on arts 
education for its principals and assistant principals (Logan, 2009).  Logan stated that 
although principals could have attended professional development workshops offered by 
NYCDOE-OASP for teachers of the arts and teaching artists, those workshops were too 
intense for non-artist school leaders.  Logan admitted that NYCDOE-OASP instituted 
professional development specifically for principals through a grant from the Shubert 
Foundation in 2010.  However, no study has examined teachers’ or school leaders’ 
familiarity, knowledge, understanding, and subject matter competence of The Blueprint. 
Accountability 
The process through which the NYCDOE tracks and reports student participation 
in arts education, as well as through which it obtains accountability from its schools is the 
ArtsCount’s initiative (New York City Department of Education, 2007b).  ArtsCount, as 
the NYCDOE described it, is a set of strategies developed to enhance arts education in 
New York City public schools during the school year 2007–2008.  ArtsCount builds upon 
The Blueprint and “incorporates arts metrics into the Administration’s measurement of 
school performance,” establishing “accountability for arts programming and signaling the 
importance of the arts” to the overall education of students (New York City Department 
of Education, 2007c).  ArtsCount provides universal access to arts education in schools 
and it holds all schools and principals accountable for providing a top-notch arts 
education as required by the New York State Education Department.  The NYCDOE 
achieves this accountability through three primary measures: school Quality Reviews, 
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school Progress Reports, and Annual Compliance Reviews, and it documents each 
measure in the new Annual Arts in Schools Report (New York City Department of 
Education, 2007c). 
The Annual Arts in Schools Report, which the NYCDOE has published annually 
since the 2006–2007 school year, includes data about arts teachers, arts budgeting, space 
for the arts, partnerships with arts and cultural organizations, and parent involvement for 
elementary, middle, and high schools.  Along with the aggregate report, NYCDOE also 
publishes individual Annual Arts in Schools Reports to help school administrators, 
parents, and students understand how their schools are progressing towards offering 
universal arts education to all students.  These reports provide baseline information for 
arts education accountability at the school level, and can help schools identify areas of 
success and areas that need improvement. 
The NYCDOE explained that the procedures it uses to ensure that schools help 
students meet high quality arts education standards, and increase student participation in 
the arts, are the same methods it uses for math and reading.  Through the annual Arts 
Education Survey, it tracks compliance with student participation in arts education in 
accordance to the New York State Instructional Requirements in the Arts, space, arts 
teachers, cultural partners, and sequences in the arts.  The Parent, Student, and Teacher 
Learning Environment Survey provides the opportunity for the NYCDOE to measure 
satisfaction of students, teachers, and parents with arts education in New York City 
public schools.  Through quality reviews, the NYCDOE measures the extent to which 
each school exhibits broad or engaging curriculum, including the arts, to enhance 
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learning both within and outside the school day.  The NYCDOE is able to track the 
number of students who participated in an arts sequence, passed a New York City 
Standards-based arts examination, and received Regents Diplomas with advanced arts 
designation (New York City Department of Education, 2007c). 
Gotbaum (2008) concurred that the NYCDOE implementation of The Blueprints 
no doubt improved “some existing arts education classes” (p. 11).  Gotbaum also 
admitted that the voluntary partnerships of NYCDOE with arts and cultural organizations 
enriched schools and students that participated.  Gotbaum’s research demonstrated, 
however, that The Blueprint and voluntary partnerships did not address the failure of the 
majority of public schools in New York City to meet state regulations that called for arts 
instruction in all public schools (Center for Arts Education, 2009; Gotbaum, 2008). 
The Wallace Foundation funded NYCDOE-OASP to audit arts specialists and 
courses in New York City public schools in 2006.  The audits revealed that access to arts 
education in New York City was inequitable, and “arts education provision in New York 
City depended on the values, proclivities, and skills of district superintendents and school 
principals.” (Bodilly et al., 2009, p. 49).  Although, the NYCDOE had high-quality arts 
education programs, students’ access to the arts was contingent on the school they 
attended, and “was, at best, idiosyncratic.” (p. 49).  The NYCDOE maintained, however, 
that it had designed The Blueprint for all students.     
The results from the AEP Arts Education State Policy Survey conducted in 2010–
2011, and updated in April 2012, indicated that New York was among the states that 
required instructions in the arts for high school graduation (Arts Education Partnership, 
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2012).  Students in the New York City public high schools with the lowest graduation 
rates had the least opportunity to participate in arts learning (Center for Arts Education, 
2009).  The majority of these studies relied on the data obtained through the NYCDOE 
ArtsCount in the quest to discover whether or not schools met New York State 
requirement for the arts.   
The only independent study of New York City students’ access to arts education 
was conducted in elementary and junior high schools (Gotbaum, 2008).  The statistical 
results and the conclusions of a study conducted on high schools were based on outdated 
data provided by NYCDOE ArtsCount of previous years (Center for Arts Education, 
2009).  To date, no study has qualitatively examined the music offerings in the constantly 
changing classrooms of New York City Public High Schools to ascertain that they reflect 
implementation of The Blueprint.   
Rationale 
Many school districts across the United States have “developed local education 
standards” (Schmidt et al., 2005, p. 531).  The Blueprint is an example of local education 
standards that the NYCDOE developed for the arts.  Swanson and Stevenson (2002) 
confirmed the notion that educational change is “a process dominated by localized 
forces” (p. 17).  Other research has suggested that local education districts are “important 
players in standards-based reform” (Hannaway & Kimball, 2001, p. 119). Despite these 
findings, most previous studies have focused on the implementation of national or state 
standards.   
A few studies conducted in New York State have focused on national standards 
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(e.g., Bell, 2003); including a small number on Standards 3 and 4, which addressed 
improvisation and composition (Pignato, 2010; Schopp, 2006).  The only study known to 
date that examined a “critical case” of the development and implementation of a 
standards-based curriculum at a local school district level evaluated district standards that 
were less rigorous than the state standards (Ogawa et al., 2003).  The creators of The 
Blueprint claimed that the New York State’s music education standards “were pretty 
basic and not specific enough” (New York City Department of Education, n.d.-a)).  A 
study of The Blueprint is needed, therefore, to accomplish the following: 
• Examine teachers’ or school leaders’ familiarity, knowledge, understanding, and 
subject matter competence of The Blueprint. 
• Determine how music offerings of New York City Public High Schools 
implement The Blueprint.  
• Inquire whether budgetary or non-budgetary barriers are obstructing the 
classroom implementation of The Blueprint. 
• Examine whether or not music teachers in New York City Public High Schools 
are evaluated based on criteria from The Blueprint. 
• Evaluate the qualification and credentials of those who supervise music and the 
manner in which school leaders supervise The Blueprint in the New York City 
Public School System.   
Such a study would clarify various misunderstandings relating to the development 
and implementation of standards, especially, the local music education standards.  
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Purpose and Research Questions 
The purpose of this study was to determine how the high school portion of the 
Blueprint for Teaching and Learning in Music was enacted in New York City Public 
High Schools.  I specifically reviewed its implementation in curriculum, professional 
development of music teachers, supervision and evaluation of music teachers, and the 
credentials of music supervisors.  The following research questions guided this study: 
1. To what extent are New York City Public High Schools’ music educators familiar 
with the Blueprint for Teaching and Learning in Music? 
2. How do New York City Public High Schools implement the Blueprint for 
Teaching and Learning in Music PreK–12 through their music offerings? 
3. What barriers obstruct New York City Public High School music educators from 
fully implementing the Blueprint for Teaching & Learning in Music PreK–12? 
4. To what extent are music teachers in New York City Public High Schools 
evaluated based on criteria from the Blueprint for Teaching & Learning in Music 
PreK–12? 
5. What are the credentials of those who supervise music teachers at the building 
level in New York City Public High Schools? 
Framework for the Study 
I adopted a policy/innovation implementation framework for this study (Brynard, 
2005; Klein & Knight, 2005).  The framework is based on the implementation of 
standards such as The Blueprint.  Implementation is the deployment, execution, 
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application, or practice of an innovation or a policy.  In the music education context, 
implementation encompasses all the processes, actions, and steps a new innovation or 
policy such as The Blueprint need to work properly in its predetermined environment—in 
this case, the New York City Public High Schools.     
Klein and Knight (2005) identified “six key factors” that “shape the process and 
outcomes” of implementation.  First, implementation policies and practices include the 
“quality and quantity of training” that must provide employees who must carry out the 
implementation with user’s knowledge.  Second, the “climate” for implementation is a 
“significant predictor” of the extent to which employees use an innovation (policy).  
When employees perceive implementation as important, and they see the policy as a “top 
priority” rather than hindrance to their “real work” performance, implementation is strong 
and positive.  Third, strong, convincing, informed, and demonstrable management 
support is crucial to implementation process, lack of which encourages employees to 
ignore the policy (p. 245). 
Fourth, the availability of financial resources is a significant predictor of the 
overall quality of implementation policies and practices, as well as implementation 
effectiveness.  Fifth, implementation is rarely an easy, smooth process or an instant 
success.  Therefore, it requires a learning orientation: a set of interrelated practices and 
beliefs that support and enable employee and organizational skill development, learning, 
and growth.  Finally, managerial (Policymakers’) patience is the managers’ commitment 
to achieving the long-term benefits of innovation (policy) implementation.  Managers 
must understand that the implementation process requires devotion of employees’ energy 
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and time and must, therefore, refrain from demanding improvement of immediate task (p. 
245). 
Brynard (2005) pointed out that policy formulation and implementation are not 
necessarily consecutive processes, but are in many cases parallel processes where policy 
design or redesign and revision can take place even during the formal implementation 
stages of the policy project.  In fact, policy success is attributable to such redesign or 
customization of the original design during implementation.  This is because of the policy 
designers’ failure to “foresee specific complications at regional and local grass roots 
levels” (p. 21).  Brynard’s point is applicable to The Blueprint because it was redesigned 
and revised during the formal implementation stages. 
Brynard (2005) identified three generations of research in policy implementation.  
The first, known as classical generation of thinking, began with the assumption that 
implementation would happen automatically once the appropriate policies had been 
authoritatively proclaimed.  The second generation set out to challenge this assumption, 
to explain implementation failure, and to demonstrate that implementation was a political 
process no less complex (and often more so) than policy formulation.   
The third or analytical generation, by contrast, is concerned with understanding 
how implementation works in general and how its prospects might be improved 
(Brynard, 2005).  The third generation or analytical generation guided this study.  The 
five research questions and extant literature focused on understanding the implementation 
of The Blueprint standards, and they provided the framework on which I base this study.  
The diagram in figure 3 shows the framework. 
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Figure 3. The framework for the study 
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students led to the assumption that standards would solve education problems.  I provided 
the background to this study stressing the policymakers’ tendency to overlook 
implementation problems when creating standards, and the various repercussions for 
doing so.  I enumerated various potential limitations of the national and state standards, 
and I explained the circumstances relating to the arts’ education in the New York City 
public schools as well as the need for a local education standards such as The Blueprint.  I 
provided the rationale for a research that carefully examines the creation and 
implementation of The Blueprint.  I formulated five research questions based on these 
rationales, and I provided an implementation framework based on the five research 
questions.  
In Chapter 2, I review the extant literature relating to the implementation of 
education standards in six sections, one of which consists of studies that described the 
attitude of music educators towards standards, and I base the other sections’ literature 
review on the five research questions that include how teachers become familiar with 
standards, and how they obtain the training for policy implementation.  I describe the 
literatures relating to the implementation of standards including why policy tends to fail, 
and how policy creation and implementation tend to be simultaneous.  I focus the 
literature on barriers that impede the implementation of standards such as financial 
resources, time, and relevance of music programs to the schools’ needs, and the demand 
to meet assessment standards in other subject areas.  I describe the literatures relating to 
the definition and purpose of the assessment, correlation between evaluation result and 
pedagogical knowledge, and peer review system as an alternative to the supervisor 
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dominated assessment system.  I explore the literature relating to supervisors’ credentials 
focusing on the purpose and definition of supervision, leadership theory in education, 
supervisors’ ability to institute and direct the implementation of change and the historical 
role of music supervisors in the NYCDOE.   
In Chapter 3, I explain the method I used to collect data beginning with the 
overview of the methodology, and I explain the reason for employing qualitative 
approach.  I describe and define the case study, specifically, the collective case study, and 
its suitability for this study.  I describe how and why I used questionnaire to screen 
participants for recruitment.  I also explain the data collection techniques, which include 
observation of music teachers and interview of music educators.  I describe the analytic 
strategy that includes coding, assignment of pseudonyms, and data interpretation.  I 
discuss my role as the researcher describing various steps taken to ensure rigor and to 
ascertain that readers find this study reliable. 
In Chapter 4, I describe the music activities of the four High Schools that formed 
the collective case study so that readers can understand how the music personnel work in 
each school.  I describe the characteristics that affect the way each school perceived and 
approached The Blueprint.  I base the materials in the section on the five research 
questions including the location, the school environment, and student population.  I 
discuss the culture of the schools, the progress report, and I describe the music 
departments, enrollment of pupils in music, and each participating music personnel.     
In the final chapter, I discuss the findings of the study.  I report my findings in 
relation to the research questions.  I also consider the implication of the research, 
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focusing on the previous improvements of the written policy and its implementation, and 
recommendations for further improvement of the written policy and implementation.  
Finally, I make recommendations for further studies. 
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CHAPTER 2: REVIEW OF LITERATURE 
The materials I presented in this literature review are representative of the extant 
studies on the implementation of learning standards.  They are primarily studies of 
implementation and supervision of music education standards.  I did not, however, 
confine the discussion of standards’ implementation to music education alone.  My 
assumption was that all academic subjects with standards go through implementation and 
supervision.  I included books, dissertations, theses, and articles from professional and 
scholarly journals pertaining to the implementation of standards in this chapter.  
I grouped the studies in this review of literature into six categories: comparison of 
music education standards, familiarity with standards and professional development, 
implementation of standards, factors affecting implementation of music education 
standards, evaluation of music teachers, and credentials of music supervisors.   
Comparison of Music Education Standards 
Standards have generated enthusiasm among educators.  In locations throughout 
the United States, teachers have been supportive of the idea even in states where there are 
no arts standards.  For example, studies have indicated that music directors in most states 
were receptive to the idea of music education standards even in a state where no 
standards existed.  A study of Nebraska high school band directors' attitudes toward 
music standards revealed that the band directors showed a general positive attitude 
towards the National Standards for Music Education (Zitek, 2008).  Nebraska is a state 
without music education standards (Arts Education Partnership, 2012; Diehl, 2007).  
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Band directors in New York State supported music education standards in 
general, and they explicitly supported the teaching of improvisation and composition 
aspect of the standards (Schopp, 2006).  Schopp studied the instructional practices of 
New York State high schools band directors in an attempt to identify successful strategies 
for teaching improvisation and composition that were practical for high school bands to 
replicate.  Schopp explored the implementation of national music standards 3 and 4, 
which call for student learning in music improvisation and composition, and attitudes 
toward standards.   
Although there is general support for standards among state educators, research 
indicated that this was not the case with rural teachers and researchers (Jennings, 2000).  
Jennings examined the impact of a state standards-based reform known as the Maine 
Learning Results, in curriculum and instruction of four rural schools in Maine.  Some 
rural educators and researchers were wary of standards because they believed that 
standards would drive out the “unique and locally responsive curriculum” (p. 193).  
Others saw standards as another reform mainly developed for urban and suburban schools 
but “foisted on rural schools regardless of applicability” (p. 193).    
Jennings (2000) suggested that rural educators could miss valuable opportunities 
to embed authentic and rigorous place-based curriculum in their schools. To avoid this, 
policymakers, researchers, and educators must question the rhetoric that “standards-based 
and place-based reforms are antithetical” (p. 201).  Furthermore, to pay attention to the 
conditions and experiences that would enable standards to enhance local needs, it is 
important to question the rhetoric that standards will improve curriculum in rural school.  
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Jennings concluded, “State standards and locally responsive curriculum ultimately may 
not be as incompatible as many scholars and practitioners suggest” (p. 193). 
The decisions and actions of local school districts and schools are what link 
standards to teachers’ instructional practices and consequently to student achievement 
(Ogawa et al., 2003).  Ogawa et al.’s study concentrated on the efforts of a local school 
district to develop and implement a standards-based curriculum.  The implementation of 
the curriculum resulted in district standards that were less rigorous than the state’s 
standards. 
The approach also led to a narrowing of the curriculum and instructional 
strategies, in addition to professional development and instructional supervision that 
lacked instructional focus (Ogawa et al., 2003).  Ogawa et al.’s findings demonstrated 
that the district took a rationalistic approach to using standards and a corresponding 
criterion-referenced test in focusing teachers’ instruction on common sets of outcomes.  
However, the findings also suggested that the district took an institutional approach partly 
because it lacked a clear instructional philosophy. 
The music version of The Blueprint is the NYCDOE local music education 
standards document (New York City Department of Education, 2008).  It differs from the 
New York State Learning Standards in many ways.  The Blueprint was specially designed 
for “extended teaching and learning to the circumstances of New York City schools” (p. 
9).  The schools and the New York cultural community and art organizations, which play 
an ongoing role in making the arts available to schools, collaborated to formulate The 
Blueprint standards. 
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Familiarity with Standards and Professional Development 
The first aspect of the framework for this study deals with how teachers can 
become familiar, knowledgeable, and understand the implementation of standards.  Klein 
and Knight (2005) suggested that the “quality and quantity of training” determine 
employees’ knowledge of a policy and their ability to implement it (p. 245).  The quality 
and amount of training provided enabled employees to be familiar, knowledgeable, and 
understand how to implement standards. 
Familiarity is an essential feature of any standards that requires implementation.  
Teachers’ ability to implement and disseminate knowledge about educational standards 
depends on their familiarity, knowledge, and understanding of the educational standards.  
Unless those implementing educational standards are familiar with, have knowledge and 
understanding of standards, implementation cannot be successful even if the standards are 
organized and well-designed (Byo, 1999; Kirsten, 2006; Reimer, 1993).   
Teachers are likely to express interest and support for education standards if 
administrators ascertain that teachers are familiar with the education standards and how 
to implement them correctly (Kirsten, 2006).  In a survey of teachers in the 36 states 
representing all six MENC divisions, Kirsten found that school administrators made little 
effort to ensure that classroom teachers were aware of the standards and their proper 
implementation.  Although the teachers in the study did not know the standards, they 
received them well, and they expressed interest and support for the standards.   
Teachers’ competence in the subject’s content is an essential requirement for the 
implementation of standards (Walshaw & Anthony, 2007).  Adopting a case study 
  
55
approach, Walshaw and Anthony explored how two teachers attempted to enact the spirit 
of the national numeracy project.  Walshaw and Anthony noted that “insufficient content 
knowledge” and “lack of confidence with a subject’s content” could prevent teachers 
from fully engaging in implementation of reform (p. 16). 
Other researchers have found that a teacher's level of subject-matter competence 
is the prime predictor of student learning (Byo, 1999; Reimer, 1993).  Teachers lacking 
confidence in their ability to teach music effectively could not provide students with the 
same number and quality of musical experiences as teachers exhibiting greater 
confidence (Barry, 1992; Byo, 1999).  Reimer (1993) and Byo (1999) suggested that 
competence in the subject should be the primary component of music teachers’ 
preparation.  
In teaching, two extreme positions exist about the importance of theory and 
practice.  The first position stresses background knowledge required to be a teacher while 
the second emphasizes the elements of teaching process (Reimer, 1993).  The adherents 
of “subject-centered approaches” (theory) believe that in order for teachers to be 
successful they must possess knowledge about and expertise in the subject matter they 
teach (p. 14).  In other words, music teachers’ education must be well grounded in music 
as a humanities subject and as a performance course.   
The advocates of “technique- and methodology-centered” approaches (practice) 
believe that music teachers’ success depends on their possession of practice skills 
(Reimer, 1993, p. 15).  The basis of a teacher’s professionalism is knowledge.  Not only 
must teachers know the subject, but also they must know the subject as teachable, as a 
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curriculum, and they must be able to present the subject to learners effectively.  
Pedagogically, however, content knowledge alone is useless unless it blends with the 
elements of teaching process.  To implement The Blueprint in the classroom, music 
teachers must possess both its content knowledge and knowledge about its 
implementation process. 
After colleges, professional development remains one of the main avenues 
through which teachers acquire further knowledge and subject-matter competence of 
educational standards.  The NYCDOE school administrators were fully aware of 
teachers’ need for professional development.  For this reason, the NYCDOE organized 
various professional development opportunities for teachers of arts after the initiation and 
introduction of The Blueprint in 2004.  
Teaching demonstrations and professional conferences facilitate teachers’ 
inclusion of standards such as improvisation in music instruction (Whitcomb, 2005).  
Whitcomb surveyed elementary general music teachers in the State of Illinois to 
determine their attitudes toward improvisation and the nature and extent of 
improvisational activities in the elementary general music classrooms.  Whitcomb also 
conducted the study to describe the teaching materials used to implement improvisation, 
factors facilitating and inhibiting teachers from including improvisation in music 
instruction, and the relationships between classroom implementation of improvisation 
and teachers’ background.  
In a study in which the researcher examined the perceptions of experienced music 
teachers regarding professional development throughout their careers, Conway (2008b) 
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found “teachers perceived informal interaction with other music teachers” to be “the most 
powerful form of professional development” (p. 7).  The 19 experienced music teachers 
in Conway’s study reported that they gained more knowledge from interacting informally 
with other music teachers than they did from formal professional development.  Conway 
suggested that the developers of professional developments should “build in more 
informal and interactive time” for music teachers’ professional development (p. 13).    
Music education faculty and music teachers have different perceptions of 
teachers’ preparedness to implement the standards (Adderley, 1996).  Adderley 
conducted the study to determine whether music teachers in South Carolina believe that 
their college professors prepared them to implement the standards during undergraduate 
studies.  Adderley also wanted to discover whether music education faculties at South 
Carolina higher education institutions thought that they were giving their undergraduate 
students relevant preparation.  University professors tended to think that they prepared 
teachers for effective teaching of the content standards.  Music teachers, on the other 
hand, tended to believe that their undergraduate education did not prepare them for the 
implementation of content standards.  
In a study that examined New York State teachers’ response to the national 
standards in music, Bell (2003) found that a 16-week intensive graduate-level course and 
teaching experience were the minimal beginning to a successful implementation of 
standards.  Bell discovered that because they were still inconsistent in their 
implementation of standards, New York State teachers who engaged in the graduate 
course desired additional training and study of standards’ material.  Bell also found that 
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although several school districts in the sample utilized either state or national music 
standards, teachers reported that the degree to which they incorporated, demonstrated, 
and valued standards remained mixed.   
New York City teachers were among the participants in Bell’s (2003) study.  Bell 
concluded that it was not enough to train just music teachers in standards.  Administrators 
also need “exposure and training” in order to implement standards at a higher level (p. 
39). 
Newer teachers in New York State appeared to have more knowledge of standards 
and they were supportive of standards than their more experienced colleagues (Schopp, 
2006).  The findings suggested that teacher education programs in New York State were 
preparing new music educators to understand and implement music standards, although 
this preparation may not extend to instruction in large ensembles such as concert band.  
Schopp’s findings contradicted Adderley’s (1996) and Bell’s (2003) findings in their 
respective studies.   
Even when music teachers are aware of and support the standards for music 
education, there is no assurance that they would implement the standards (Baraiolo, 
1997).  Baraiolo found little change regarding the implementation of the National 
Standards for Music Education even when results showed a consistent awareness of the 
national standards as well as strong philosophical support for them.  Baraiolo conducted 
the study to determine the status of awareness and implementation of the National 
Standards for Music Education within Massachusetts’ school systems. 
If the implementation of a program is to be effective, teachers must perceive that 
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the professional development training they receive is relevant and coherent to their 
learning and to the implementation (Penuel, Fishman, Yamaguchi, & Gallagher, 2007).  
Penuel et al. examined the effects of different characteristics of professional development 
on teachers’ knowledge and their ability to implement a science program.  The study 
involved the analysis of survey responses from a sample of 454 teachers who were part of 
an inquiry science program.  Twenty-eight professional development providers served the 
science program.   
When considering how to localize professional development activities, providers 
need to consider teachers’ contexts and the program's demands on teachers (Penuel et al., 
2007).  Penuel et al. further suggested that curriculum should fit the local context.  This 
means that the professional development activities must be effective.  The providers must 
be able to meet other demands of teachers, and teachers must be able to judge the 
program’s coherence “with their personal professional goals and their goals for their 
students’ learning” (p. 952).  Professional development providers also need to consider 
how they can meet the program demands within teachers’ contexts. 
Implementation of Standards 
Implementation is “the critical gateway between the decision to adopt an 
innovation and the routine use of it” (Klein & Knight, 2005, p. 243; Klein & Sorra, 1996, 
p. 1057).  The adoption of a policy is easier than its implementation in the sense that 
individuals, teams, organizations, and communities often adopt policies but fail to 
implement them successfully.  Policy’s failure often reflects the “ineffectiveness of the 
implementation process,” rather than the policy itself (Klein & Sorra, 1996, p. 1057; 
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Klein & Knight, 2005, p. 243).  Klein and Sorra (1996), as well as Klein and Knight 
(2005), concluded that policies tend to fail to achieve the benefits expected if they are not 
consistently, skillfully, and carefully implemented.  I based the framework for The 
Blueprint’s study on this assertion. 
Teachers’ beliefs about the subject matter, teaching and learning influence how 
they interpret instructional policies relating to reforming practice (Cohen & Ball, 1990; 
Spillane & Jennings, 1997).  Because different teachers bring different knowledge, 
beliefs, and experiences to policy, they often construct different ideas about what the 
policy reforms mean for their teaching and pursue different courses of action.  The issue 
here concerns the type of patterns that exist in teachers’ diverse responses to the reforms. 
Policy’s success depends critically on “local capacity and will” (McLaughlin, 
1987, p. 172).  Although, capacity is a difficult issue, policy can be designed to address it 
through training.  Policy can also be made to address the issue of capacity through the 
provision of fund, and engagement of consultants, who can assist in furnishing missing 
expertise.  On the other hand, McLaughlin concluded that will, or the attitudes, 
motivation, and beliefs that underlie an implementer’s response to a policy's goals or 
strategies are “less amenable to policy intervention.” (p. 172).   
There is insufficient research on instructional approaches and implementation of 
standards (Kruse, Oare, & Norman, 2008).  Further research is necessary to understand 
the teaching approaches and strategies, which the nation’s most successful music teachers 
use in their classrooms.  Kruse et al. emphasized that if music teachers are to accept the 
national standards truly and integrate them into school music programs nationally, they 
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need to learn the approaches and strategies of the most successful music teachers.  They 
also need to learn how to use the strategies in their classrooms.  Bell (2003) also 
suggested that research is necessary to investigate teachers’ actual need for professional 
development. 
A sound curriculum that focuses and guides an education district assures that 
every student will know and do the agreed upon essential skills without overlaps or gaps 
in year-to-year instruction.  It is one thing to have a sound curriculum; it is quite another 
to implement the curriculum effectively.  Implementation of a good curriculum is the 
basis for successful school reform measures—the catalyst for what should be taught and 
when.   It is also the basis for what teachers should assess and which professional 
development ensures effective teaching (Hansen, 2002).  
Factors Affecting Implementation of Music Education Standards 
Implementation of all educational standards requires that resources are available 
for proper and successful implementation.  There are numerous barriers to the 
implementation of standards.  Implementation becomes difficult and sometimes 
impossible without adequate time, resources and administrative support.  Implementation 
of music policy such as The Blueprint is particularly difficult when music programs 
suffer budget cuts.  Availability of financial resources is a significant predictor of the 
overall quality of implementation policies and practices, as well as implementation 
effectiveness (Klein & Knight, 2005).  
When school officials find music programs relevant to their school’s need, they 
are less likely to cut them (Kos, 2007).  Kos further stressed that it is the responsibility of 
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school officials to build a common vision and goal for the school and employ 
participatory approaches to policy implementation.  Kos prescribed that music teachers 
need to ensure that they are active in the school.  In addition, music advocates need to 
contextualize their arguments in support of music programs to ascertain that music is 
relevant to their school’s needs. 
Time is an important factor affecting the implementation of standards (Byo, 
1999).  Byo examined teachers’ perceptions about the factors affecting the successful 
teaching of National Standards for Music Education in Florida Elementary schools.  The 
teachers in the study expressed concern about the lack of time and resources they needed 
to teach effectively what most standards required.   
Time, resources, perceived appropriateness of the standards, and perceived ability 
to teach the standards were the main factors influencing how teachers implement the 
standards (Wilson, 2003).   Wilson examined the implementation of the National 
Standards among high school music teachers in Missouri.  The reference to the time 
factor in the study supported Byo’s study.  It should be noted, however that the majority 
of music teachers in the study reported that National Standards had not influenced them 
to the extent of changing their practice. 
A similar barrier seemed to exist in New York State where research suggested 
that strategies for instruction in improvisation and composition within concert band 
programs were available, but not widespread.  The reason most cited as an impediment to 
implementation was the lack of time due to rehearsal and performance commitments 
(Schopp, 2006).  An equally significant barrier to the implementation of standards that 
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focused on improvisation and composition is the anxiety experienced by students when 
first improvising or creating original music.  According to Schopp, many teachers share 
this anxiety, and they may avoid teaching improvisation and composition.  Similarly, 
teachers of elementary general music in Illinois also cited a lack of instructional time and 
limited experiences in improvisation as factors inhibiting them from including this aspect 
of the National Standards (Whitcomb, 2005).  
Attempting to address all content standards with each student would heavily tax 
instructors’ teaching time (Conway, 2008a).  Conway had conversation with curriculum 
coordinators and music educators in dozens of school districts about implementation of 
the National Content Standards.   Conway’s conversation took place during curriculum 
development sessions after the release of the National Standards for Music Education.   
Conway (2008a) discovered that schools with abundant resources and well-
developed music programs interpret the standards only as a guide for the offerings for a 
department.  Each student encountered the National Music Education Standards at 
various junctures in the departments depending on which music course they took.  
Conway concluded that only if children took every music course offered at the school 
would they encounter instruction across all of the standards.   
The demand to meet assessment standards in other subject areas sometimes 
obstructs implementation of music standards when those subjects take priority over music 
(Phillips, 2008).  Phillips found that the time for the implementation of music standards 
became problematic as demands to meet Florida Comprehensive Assessment Test 
(FCAT) standards resulted in pulling students from music classes for remediation.  
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Teaching reading, as opposed to music, became a requirement for music teachers.  
Phillips used survey data from music supervisors of 32 Florida school districts to 
examine possible relationships among the perceived implementation levels of elementary 
music standards and Florida Comprehensive Assessment Test (FCAT) scores for fourth 
graders.  The district music supervisors in Phillips’ study were confident that their 
elementary music programs were effective in achieving music standards without 
considering the underlying and overt effects of the FCAT. 
Policymakers sometimes serve as a barrier based on how they direct the 
implementation of standards.  New York State teachers were confused over state 
mandates that directed the alignment of standards and curriculum (Grant, 2000).  
Specifically, the professional development activities designed to improve their practice 
during the early periods of reform confused teachers.  This finding is consistent with 
what Cuban (1998) referred to as the adaptive and longevity standards by which 
practitioners judge the importance of standards-based reform (Sipple, Killeen, & Monk, 
2004).  Both Cuban and Sipple et al. have argued that teachers value the elements of 
reform that focus on their ability to invent and modify policy mandates into productive 
outcomes.  
Evaluation of Music Teachers 
Teacher evaluation is the collection of information about teachers to use in 
judging their performance (Darling-Hammond, Wise, & Pease, 1983).  Darling-
Hammond et al. described two types of evaluation: formative and summative.  Formative 
evaluation is a tool used to improve instruction, and summative evaluation is a tool used 
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to make personnel decisions.  Although the teaching profession considers evaluation data 
an integral part of staff development, administrators consider it as evidence in 
accountability debates.  Evaluation of instruction enables teachers to implement 
professional practices that ascertain student success and ensure that districts get the 
proper return on their educational investment (Darling-Hammond, 2010). 
The purpose of teacher evaluation is to determine teacher quality and to advance 
teacher learning (Danielson, 2008).  Teaching is a challenging profession that regularly 
requires improvement because it is never perfect.  Because of this imperfection, 
improvement is always a necessity even when the instruction is successful.  Evaluation of 
those who carryout instruction does not only ensure “quality assurance” but it is also a 
“mechanism” for contributing to instructional improvement (pp. 42–43).  
Creation and implementation of standards are steps toward ensuring that 
educators provide students with the highest degree of music education possible.  A proper 
application requires a process of monitoring how teachers implement standards.  An 
effective evaluation process is crucial to the continued success of students and 
achievement in any school setting (Johnson, 2008).   
If the delivery of educational programs and school improvement are to be 
effective, it is essential that the evaluation system is well designed and properly 
implemented (Stronge & Tucker, 2003).  Capable and high quality teachers are critical in 
classrooms for quality educational system.  Educational reform effort cannot succeed 
without high-quality teachers and “without high-quality evaluation systems,” it is 
impossible to know “high-quality teachers” (p. 3).   
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Teacher evaluation in general remains controversial.  The standard teacher 
evaluation method such as measurement tests of teacher characteristics, ratings of 
teachers’ classroom performance, and achievement test scores of students have been 
ineffective (Barrett, 1986).  Evaluation becomes a “time-consuming charade” and a 
“mechanical exercise” if evaluators approach it as a “formality” rather than an avenue for 
supporting and improving the quality of teaching (Stronge & Tucker, 2003, p. 6).  It is 
also is also ineffective if teachers see it as an ordinary event that they must occasionally 
endure.  In order to have a quality evaluation system for teachers, essential components 
such as “communication, commitment, and collaboration” are required between the 
evaluator and those evaluated (p. 6).  Another important requirement for measuring the 
quality of instruction is to align effective teaching practices with observation protocols 
(Waxman, Hilberg, & Tharp, 2004). 
Evaluation and Content Competence 
Although it is possible for general administrators to evaluate everyday classroom 
activities such as the quality of classroom control, planning, and interaction with 
students, the evaluation of instruction requires expertise in the subject taught (Doerksen, 
2006).  When evaluators are experts in content-area and experienced, they can assess 
instructional quality accurately (Matsumura et al., 2006).  For example, a study has 
revealed that experienced principals and music teachers tend to agree that music teachers 
should be evaluated as specialists (Goddard, 2004). 
Only the principals in Goddard’s (2004) study believed that professionals outside 
the music field had the expertise to observe and assess music teachers, however.  The 
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participants in the study were seven experienced principals and seven experienced 
elementary school music teachers, who had formal training in music education or teacher 
evaluation.  The participants received extensive interview concerning their experiences in 
music teacher evaluation and their assessment of a music teacher, whose videotape 
recording instruction they observed in a Canadian school division.   
During the evaluation of the music teacher, the evaluating music teachers 
provided a more comprehensive assessment by focusing on general and music-specific 
criteria (Goddard, 2004).  They offered suggestions for correcting performance problems.  
Goddard suggested that, for the sake of improvement, evaluation should be more 
inclusive of music consultants or music teachers as evaluators to assist the principal with 
observations.  There should be music-specific content, checklists of criteria for evaluators 
to use as guidelines for observations of music teachers, multiple observations, goal-
setting and professional growth components, and overall teachers’ input.  
There is a correlation between evaluation results and pedagogical knowledge as 
well as alignment of standards and assessments (Gallagher, 2004).  When teachers and 
evaluators have more “pedagogical knowledge and better alignment to standards and 
assessments” the relationship between teacher evaluation scores and student achievement 
tend to be stronger (p. 80).  In this study, Gallagher interviewed the teachers involved.  
Gallagher also used document analyses to explore factors affecting the relationship 
between teacher evaluation scores and student achievement across subjects. 
Music supervisors are responsible for understanding the evaluation system’s 
process and for ensuring that their music teachers also understand it (Hansen, 2002).  
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Each component of the process affects the others.  Evaluation of teachers and programs 
in addition to an analysis of student assessment inform the curriculum.  In turn, the 
curriculum affects future teacher preparation and subsequent classroom instructional 
strategies for all pupils.  The curriculum will not be a usefull tool unless music 
supervisors provide resources such as money, time, and training to help teachers acquire 
the pedagogical and knowledge-based skills they need to implement the curriculum 
effectively.  
Supervisors must understand that implementation is rarely an easy, smooth 
process or an instant success (Klein & Knight, 2005).  It requires a set of interrelated 
practices and beliefs that support and enable music teachers, pedagogical skill 
development, learning, and growth.  It is important, therefore, that those evaluating music 
teachers are cognizant of this fact.  Commitment to achieving the long term benefits of 
policy implementation requires that supervisors have patience.  Supervisors must 
understand that the implementation process requires devotion of employees’ energy and 
time and must, therefore, refrain from demanding improvement of “immediate task” (p. 
245). 
Peer Evaluation   
The peer review system is an alternative to the supervisor dominated evaluation 
system.  Some school districts, education administrators, and teachers’ unions have 
employed this alternative teacher evaluation system (Toledo Federation of Teachers, 
1999).  Peer review is “a process in which teachers use their direct knowledge and 
experience to examine and judge the merit and value of another teacher’s practice” 
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(Peterson, 2000, p. 121).   
The Toledo Plan is an example of teacher performance tool based on peer 
coaching and evaluation.  It differs from the traditional assessment procedures in which 
only administrators or supervisors are responsible for the assessment of teachers.  The 
Toledo Plan started in 1981, and it provided a formula for professional development of 
beginning teachers, and an evaluation system that detects and screens out those who show 
little aptitude for the classroom.  The Toledo Plan aims its intensive system of evaluation 
for those in need of professional help most; the beginning teachers and experienced 
teachers in trouble (Toledo Federation of Teachers, 1999).   
A study conducted to determine teachers’ perspectives on the effectiveness of 
standard-based teacher evaluation systems revealed that evaluation of teachers was 
neither tied to annual goals nor to individual and school professional development plans 
(Pizzi, 2009).  Pizzi wanted to know if standard-based teacher evaluation systems were 
effective in improving instruction and student achievement.  The supervisors failed to use 
multiple sources of data in the evaluation of teachers, and they did not spend enough time 
in classrooms to carry out expectations for adequate evaluation.  Pizzi conducted his 
study in a large urban district high school in Northeastern United States.  Although 
teachers in the study did not believe that their evaluations were rooted solely in the 
standards, they felt that their evaluation conferences with supervisors and peer 
observation helped them in improving their practice. 
Teachers considered self-evaluation and peer evaluation as valuable tools for 
instructional decisions (Delaney, 2007).  Delaney designed a study to identify the content 
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of elementary general music teachers’ evaluations of their instruction.  The study also 
identified the teachers’ evaluation of another elementary general music teacher’s 
instruction using the video recording of the teacher’s classroom instruction.  The purpose 
of Delaney’s study was to gain further understanding of the teachers’ instructional 
decisions.  The study revealed that teachers were able to identify effective instruction, 
and the teachers thought that the process of using videotape to evaluate instruction was 
valuable to their teaching.  
Credentials of Music Supervisors 
Most literature on supervision centers on how to help bring change to teachers’ 
instructional practices (Grimmet, Rostad & Ford, 1992).  Much modern research 
literature, for example, focuses on the idea that supervision is essential for the 
improvement of instruction (Aiken & Tanner, 1998).  Despite the focus on educational 
improvement, supervision is an area that generates controversy (Harris, 1998).  
Supervision creates one of the greatest challenges in the study of American Education of 
all the responsibilities of school operation and as an educational field (Glantz, 1998). 
Dialogues concerning the purpose and task of the supervisor have reflected a 
public position regarding “the means and ends of education that has disenfranchised the 
teacher as curriculum decision maker” (Bolin & Panaritis, 1992, p. 31).  Teacher unions 
have fought disenfranchisement by trying to curtail one of the key functions of the 
supervisor.  They sought the power to evaluate themselves through peer review (Peterson, 
2000; Toledo Federation of Teachers, 1999).  
Supervision implies instructional leadership in education (Martin, Isherwood, & 
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Rapagna, 1978).  According to Martin et al., successful instructional supervisory 
behavior cannot exist in the absence of effective leadership behavior.  When discussing 
matters relating to the credentials of supervisors, therefore, exploring the theory of 
leadership in education is one way of approaching such phenomenon. 
The story of leadership theory in the twentieth century is a “series of pendulum 
swings” which began on the trait-thinking notion that leaders are born (Van der Mescht, 
2004, p. 3).  The theory of supervision in the 1920s emphasized context and situation in 
which concept of making leaders replaced the notion of leaders being born.  The 
argument shifted to task-person orientation, and this has dominated leadership thinking 
since the 1940s until the present day.   
Other theories of leadership include the contingency theory, which Fred Edward 
Fiedler developed (Van der Mescht, 2004).  The contingency theory focused on 
synthesizing person, task, and situation.  Re-emphasizing personal qualities, team 
leadership and organizational learning, attributes inherent in the “theory of transactional 
and transformational leadership of James McGregor Burns,” replaced the contingency 
theory (pp. 3–4).  
A more current theory of leadership type is reminiscent of professional 
knowledge.  It includes five leadership forces found in schools (Sergiovanni, 1984).  
Sergiovanni explained that technical leadership derives from sound management 
techniques; human leadership derives from harnessing available social and interpersonal 
resources.  Educational leadership derives from expert knowledge about matters of 
education and schooling.  Sergiovanni further stated that symbolic leadership derives  
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from concentrating on other issues of importance to the school, and cultural leadership 
derives from building a unique school culture.   
The current focus on leadership theory and practice provides a limited view 
because it excludes some aspects of leadership while it focuses excessively on others 
(Sergiovanni, 1984).  Educational leaders take the clinical practitioner’s role that brings 
expert professional knowledge and bearing relating to effective teaching, educational 
program development, and clinical supervision.  The clinical practitioner possesses 
diagnostic skill for problems in education; counseling teachers; providing for supervision, 
evaluation, and staff development, and developing curriculum.  According to 
Sergiovanni, the literature of educational administration has neglected these essential 
concerns of school leadership more than others for so long.  
Teachers and supervisors can select from a full list of supervisory behaviors 
(Gebhard, 1984).  Like Sergiovanni (1984), Gebhard identified and illustrated five 
models in his study of supervision, but his models differed from Sergiovanni’s because 
his focus was on the manner in which the supervisor relates to teachers.  He identified 
directive, alternative, collaborative, non-directive, and creative supervision.  Gebhard 
stressed that some styles of supervision can be limiting, but in exploring alternative ways 
of supervising, supervisors and teacher educators are encouraged to experiment in their 
use of supervisory behaviors.  
The ability to institute and direct the implementation of change is an important 
qualification for a supervisor.  However, the manner supervisors try to establish and 
implement change largely determines how teachers respond to the challenge (Blumberg, 
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1974; Grimmet et al., 1992; Martin et al., 1978).  Supervisory behavior consists of two 
ideologically extreme styles known as direct and indirect supervision (Blumberg, 1974; 
Martin et al., 1978). 
Ideological supervision positions have also been classified as external and 
collaborative (Grimmet et al., 1992).  An indirect or collaborative supervision allows a 
teacher to participate freely by emphasizing verbal behavior that supports, accepts, and 
questions (Grimmet et al., 1992; Martin et al., 1978).  In contrast, a direct or an external 
supervision minimizes a teacher’s freedom by emphasizing the behavior that tells, directs 
and criticizes thereby making teachers feel helpless, powerless, and dependent.  Gebhard 
(1984) stressed that directive supervision can “restrict or retard teachers’ progress,” thus 
preventing them from assuming responsibilities for their teaching and developing their 
talents as professional teachers (p. 512).  
Historically, the initial credential and role of music supervisors in New York City 
Public Schools was that of a specialist (well trained as musicians).  The school employed 
music specialists to train general education teachers how to teach music and to supervise 
them in the course of teaching music (Dox, 1991).  This situation was the convention 
nationwide (Colley, 1989).   
Subsequent to music specialists’ inundation to public elementary schools, scholars 
of administrative literature gravitated towards the “supervisory role of the specialist” in 
their writings (Colley, 1989, p. 36).  The function associated with that role was to assist 
the classroom teacher with instruction in music and art.  Colley studied the expectation of 
educators, who were responsible for teaching and administering elementary schools art 
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and music programs.   
Colley’s (1989) study included various categories listed by diverse scholars.  
Colley concluded that the music specialists’ titles appeared to have “ranged in 
authoritative weight from those implying considerable influence to those of relative 
insignificance or non-description” (p. 37).  Titles varied from the director of music to an 
ordinary itinerant teacher. 
Research has emphasized the importance of a music credential in the role of a 
music supervisor.  Music students, whose teachers received supervision from musically 
trained supervisors, had greater music achievement than students whose music teachers, 
received guidance from non-musically trained supervisors (Ross, 2007).   Ross conducted 
the experimental study on the assessment of Tennessee Public Schools’ students. 
The lack of a dedicated and qualified music supervisor’s position is no indication 
that changes are necessary to maintain a music program in a public school (Pierce, 2005).    
Other personnel such as district administrators, school administrators, lead teachers who 
serve as quasi- administrators, and even the music teachers themselves, assumed and 
divided the supervisory tasks.  However, there is twofold repercussion for not having 
dedicated and qualified music supervisors to oversee music programs, and the impact is 
inherent in the division of labor. 
First, some tasks are simply not done, either for lack of time or for lack of 
personnel to do them.  Second, the quality of the accomplished tasks diminished 
significantly due either to the absence of musical knowledge or lack of a coordinated 
effort among those assigned to the tasks.  For example, teachers are inclined to act in 
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isolation without regard for their places in the curricular continuum.  This occurs if there 
is no music supervisor to hold them accountable to the established curriculum (Pierce, 
2005).    
Pierce (2005) stressed that the responsibility of teachers is to focus energy on 
their classroom duties.  Therefore, they are rarely in a position to “assume administrative 
stances to problem-solving” (p. 12).  District administrators are responsible for all 
programs in the district.  Responsibilities of such magnitude are likely to reduce their 
overall effectiveness to any single program such as music.  Pierce conducted his study in 
Northern New Jersey. 
Summary of Review 
The literature I reviewed provided a comprehensive understanding of the 
implementation and supervision of standards.  It showed studies that compared music 
education standards (Diehl, 2007; Jennings, 2000; Kapinus et al., 1994; Kertz-Welzel, 
2008; Ogawa et al., 2003; Schopp, 2006; Skube, 2002; Zitek, 2008).  It stressed how 
researchers focused on music educators’ attitude towards standards, and their familiarity 
with, including professional development (Adderley, 1996; Baraiolo, 1997; Barry, 1992; 
Bells, 2003; Byo, 1999; Conway, 2008b; Hookey, 2002; Kirsten, 2006; Penuel et al., 
2007; Reimer, 1993; Schopp, 2006; Walshaw & Anthony, 2007; Whitcomb, 2005).  
Some scholars have channeled their research efforts into the implementation of standards 
(Bell, 2003; Cohen & Ball, 1990; Hansen, 2002; Klein & Sorra, 1996; Kruse et al., 2008; 
McLaughlin, 1987; Spillane & Jennings, 1997).  Others have devoted their time to 
identifying factors affecting implementation of music education standards (Byo, 1999; 
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Conway, 2008a; Cuban, 1998; Grant, 2000; Kos, 2007; Phillips, 2008; Schopp, 2006; 
Sipple et al. 2004; Whitcomb, 2005; Wilson, 2003). 
In this literature review, I explored the evaluation of teachers (Barrett, 1986; 
Danielson, 2008; Darling-Hammond et al., 1983; Darling-Hammond, 2010; Gallagher, 
2004; Johnson, 2008; Matsumura et al., 2006; Peterson, 2000; Pizzi, 2009; Stronge & 
Tucker, 2003; Toledo Federation of Teachers, 1999; Waxman, Hilberg, & Tharp, 2004).  
I focused specifically on the assessment of music teachers (Delaney, 2007; Doerksen, 
2006; Goddard, 2004; Hansen, 2002).  I also looked at various avenues of determining 
the credentials of music supervisors (Aiken & Tanner, 1998; Blumberg, 1974; Bolin & 
Panaritis, 1992; Colley, 1989; Gebhard, 1984; Glantz, 1998; Grimmet et al., 1992; Harris, 
1998; Martin et al., 1978; Peterson, 2000; Pierce, 2005; Ross, 2007; 1978; Sergiovanni, 
1984; Sergiovanni & Starrat, 2002; Toledo Federation of Teachers, 1999; Van der 
Mescht, 2004).  
Researchers have concentrated efforts on studying various aspects of 
implementation, evaluation, supervision and instructional improvement of National 
Standards of Music Education and the standards different States created.  One of the 
central concerns is that scholars of many studies that form the standards-based reform 
and implementation’s literature in education immersed in the national and state education 
standards.  The research community seems to lose sight of the local education standards 
such as The Blueprint.  By investigating the implementation and supervision of the music 
portion of The Blueprint in the classroom of New York City’s public High school, this 
study focused on the local education standards area that is generally ignored. 
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CHAPTER 3: METHODOLOGY 
The purpose of this study was to determine how the high school portion of the 
Blueprint for Teaching and Learning in Music was enacted in New York City Public 
High Schools.  I specifically reviewed its implementation in curriculum, professional 
development of music teachers, supervision and evaluation of music teachers, and the 
credentials of music supervisors.  I used these particular research questions to guide this 
study: 
1. To what extent are New York City Public High Schools’ music educators familiar 
with the Blueprint for Teaching and Learning in Music? 
2. How do New York City Public High Schools implement the Blueprint for 
Teaching and Learning in Music PreK–12 through their music offerings? 
3. What barriers obstruct New York City Public High School music educators from 
fully implementing the Blueprint for Teaching & Learning in Music PreK–12? 
4. To what extent are music teachers in New York City Public High Schools 
evaluated based on criteria from the Blueprint for Teaching & Learning in Music 
PreK–12? 
5. What are the credentials of those who supervise music teachers at the building 
level in New York City Public High Schools? 
Overview 
I employed a qualitative approach for this study (Denzin & Lincoln, 2005).  
Researchers use qualitative approaches for “case study; personal experience; 
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introspection; life story; interview; artifacts; cultural texts and productions; observational, 
historical, interactional, and visual texts” (p. 3).  They also use them to describe “routine 
and problematic moments and meanings” in the lives of individuals and groups (p. 3).  
Qualitative research is a “situated activity that locates the observer in the world” (p. 3). 
Qualitative research includes “interconnected interpretive, material practices that 
transform the world” (Denzin & Lincoln, 2005, p. 3).  It turns the world into “a series of 
representations, including field notes, interviews, conversations, photographs, recordings, 
and memos to the self” (p. 3).  A qualitative approach to the world enables adherents to 
study phenomena in natural settings, in their quest to decipher, or interpret events 
according to the meanings people bring to them.  A qualitative approach was particularly 
well suited for the study of the implementation and supervision of The Blueprint in the 
classrooms of New York City Public High Schools.    
I employed a qualitative approach because my inquiry required “situational and 
methodological appropriateness” instead of “methodological orthodoxy” or paradigmatic 
suitability (Patton, 1990, p. 39).  My sole concern was to choose the appropriate approach 
for answering the research questions rather than adhering to “pre-ordinate standard” 
(Patton, 2006, p. ii).  I chose a qualitative approach because of my personal involvement, 
the choice of subject matter, and the process of selecting the participants.  These made 
my study “value-laden” rather than “value-free” (Denzin & Lincoln, 2005, p. 10).   
It was important that I interpreted and reported field data accurately, and it was 
also essential that my analysis and report of data clearly illustrated the participants’ 
experiences and meanings.  Specifically, I used a case study approach, “the study of the 
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particularity and complexity of a single case” that allows one to understand case activities 
(Stake, 1995, p. xi).  Mainly, I wanted to explore, discover, understand and describe how 
The Blueprint was implemented and supervised in New York City public high schools.  
For this reason, I used implementation framework to guide this study (Brynard, 2005; 
Klein & Knight, 2005). 
When exploring policy implementation, it is essential for a researcher to do so 
beyond a single-site to enable analysis across sites especially when the system involves 
many sites (Klein & Sorra, 1996); therefore, I employed a collective case study approach 
(Stake, 2000).  It is the combination of individual instances in order to study a 
“phenomenon, population, or general condition” (p. 437).  I wanted to explore “multiple 
bounded systems (cases) over time, through detailed, in-depth data collection involving 
multiple sources of information” (Creswell, 2007, p. 73).  The bounded systems were the 
four high schools I selected and studied within the New York City public high school 
system to form a collective case study.   
I studied the implementation of The Blueprint in high schools because school 
administrators organized them into departments, unlike at the primary and the middle 
schools.  Such organizational structure tended to create insularity within departments and 
among teachers (Grant, 2000; Kos, 2007; Siskin, 2003).  The lack of “collaborative 
tendencies” made the participating music teachers susceptible to isolation (Kos, 2007, p. 
58).  This situation made high schools particularly appropriate for my study, enabling me 
to study teachers in their natural setting—an environment in which they were 
independent of other influences.  
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Screening of Participants for Recruitment 
The nature of this case study demanded that I screen potential participants among 
numerous possibilities within one of the largest school systems in America—the New 
York City public school system.  Although the method I employed for this study was 
qualitative, using a questionnaire— a quantitative procedure—seemed appropriate for 
seeking initial information about potential participants.  A research study is neither purely 
qualitative nor purely quantitative (Bresler & Stake, 2006).  While qualitative study 
sometimes consists of “enumeration and recognition of differences in amount,” 
quantitative method tends to contain “natural language description and interpretation” (p. 
277).  Researchers, therefore, sometimes “implement activities of both” quantitative and 
qualitative methods in the same study (Hancock & Algozzine, 2006, p. 9).   
I used questionnaire to elicit information about the relevant attributes of 
participants to enable their selection for the qualitative case study aspect.  Using the 
questionnaire in this study should not be misconstrued as the employment of mixed 
methods approach, but as “a formal case study screening procedure” (Yin, 2006, p. 115).  
I used questionnaires to collect the initial data pertaining to the participants’ 
implementation and supervision of The Blueprint or the lack of implementation in the 
classrooms of New York City public high schools.  I also used the content and the result 
of the questionnaires to facilitate discussion. 
Potential Participants  
I adhered to the suggestion and recommendation that a researcher needs to 
establish a set of criteria for the selection of participants (Creswell, 2007).  Having 
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decided to select participating music teachers and music supervisors from New York City 
public high schools, I explored the NYCDOE website.  I discovered that there were 425 
public high schools in New York City (New York City Department of Education, 2009).  
My experience as a music teacher within the system provided me with the knowledge that 
some if not all, of the 425 public high schools in New York City offered music education.  
Also, my attendance at professional development workshops with other music educators 
showed that many of the high schools offered music in compliance with the New York 
State Education Department’s arts requirements. 
I also knew that in some New York City public high schools, there were 
instrumental, vocal, and music appreciation teachers.  These individuals were the 
potential participants and the targets of the questionnaires.  The main purpose of the 
surveys was to obtain information from these NYCDOE employees, who served as music 
educators in the New York City Public High Schools between 2009 and 2011 academic 
years.   
Design of Questionnaires  
I developed the questionnaires, and I structured the items to elicit specific 
information from participants.  I sought information about their familiarity with and the 
implementation, supervision, and evaluation of The Blueprint in the ublic high schools of 
New York City.  In essence, the questionnaires were screening tools for the case study 
phase (see Appendices G and H).  I based the items of the questionnaires on research 
questions and extant literature on music education standards.   
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Administration of Questionnaires  
I obtained approval from the Institutional Review Board of Boston University in 
January 2010.  The Proposal Review Committee of New York City Department of 
Education permitted me to conduct research in its high schools in April 2010.  I sent out 
questionnaires in May 2010.  Although the traditional mail system was significantly more 
expensive, for this study, it was the viable and preferred method over the internet email 
system for three reasons.   
First, my attempt to obtain the email addresses of all music educators in the New 
York City public high schools was futile due to rules of confidentiality.  Second, 
obtaining teachers’ e-mail addresses from sources other than the New York City public 
high schools required more time than obtaining their work addresses.  Third, studies have 
suggested that surveys that use the traditional mail system generate a greater return rate 
than web-based surveys (Borkan, 2006).  Getting postal address of each school from the 
NYCDOE website and using it to contact music educators was less onerous for me than 
seeking their email addresses.  
To ensure that all high school music educators had an equal chance of 
participating, I sent a package to each music teacher and supervisor in all the 425 public 
high schools in May 2010.  The particular staff members in each school to whom I sent 
packages were the assistant principal of music, the band teacher, the string teacher, the 
chorus teacher, and the music appreciation teacher.  The package for each assistant 
principal of music included a letter of introduction that explained the purpose of the 
research (see Appendix E).  Also included was an informed consent form (see Appendix 
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N), music supervisor’s questionnaire (see Appendix G), and a stamped self-addressed 
envelope for the participants to return the documents by mail after completion.   
The package for each music teacher included an introductory letter explaining the 
purpose of the research (see Appendix F). I also included the informed consent form, 
music teacher’s survey questionnaire (see Appendix H), and a stamped self-addressed 
envelope for the participants to return the documents by mail after completion.  I repeated 
the process in October 2010 to obtain more responses.  
Analysis of the Questionnaires   
I was able to elicit the necessary information for the selection of participants for 
the subsequent case study after analyzing the questionnaires that the music supervisors 
and the music teachers completed and returned.  Using “tabular strategies” enabled me to 
arrange the contents of the returned questionnaires, and it made data analysis transparent 
(Anfara, Brown, & Mangione, 2002, p. 28).  In analyzing the questionnaires, I created a 
table consisting of rows and columns.   
Each question served as a heading of the columns, and each respondent was listed 
on the left side of the rows, making it possible to tally their answers.  Tabulation and 
tallying of the respondents and their responses enabled me to match music supervisors 
with music teachers according to their schools.  I was able to purposively select a 
particular Assistant Principal of Music and two music teachers from each school for the 
case study.  
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Selection of Participants  
I used purposive sampling to select participants (Patton, 1990).  It is also known 
as “convenience or purposeful sampling” (Gall, Gall, & Borg, 2007, p. 174).  Purposive 
sampling involves intentional selection of subjects to represent a predefined characteristic 
or trait (Patton, 1990).  Researchers consider individuals, groups, and settings for 
selection because they are “information rich” (p. 169).  A sample that is “purposely” 
selected has the tendency to yield insightful, illuminative, and rich data with less 
emphasis on generalizing from the sample to the population (Patton, 2002, p. 40).   
Non-probability purposive sampling was the method used for selecting 
participants for this study (Lincoln & Guba, 1985).  Non-probability purposive sampling 
is an “emergent and sequential” strategy that allows the researcher to access appropriate 
respondents that are willing and are available for interview (p. 92).  It emanates from the 
notion that the research process is one of discovery as opposed to the testing of 
hypotheses.  This research approach was suitable for this study because I selected 
participating NYCDOE music supervisors and music teachers based on their willingness 
and availability as they demonstrated in their response to the questionnaires.  
The criteria I established in the questionnaire section of this study determined the 
selection of participants for the case study.  I chose four New York City public high 
schools, where the music teachers implemented The Blueprint, as participants for 
collective case study because they met the criteria.  I chose one Assistant Principal of 
Music from each of the four high schools.  I selected two NYCDOE-certified Assistant 
Principal of Music and two for their lack of music credential.   
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I selected two music teachers under each chosen music supervisor for eight music 
teachers.  This small sample size was in keeping with the nature of qualitative case study.  
In a qualitative study, the number of participants is not as important as the wealth of 
information that one collects (Patton, 1990).  I contacted eligible respondents in 
November 2010 to arrange for observation and interview, and I provided them with 
informed consent forms, which they signed before I observed and interviewed them.   
Data Collection  
I used four methods to collect data for this study.  I discussed the first method, the 
questionnaire, above.  The second and third methods, observation, and interview 
respectively, I discuss below.  The fourth method was through documents obtained from 
various sources such as books, magazines, newspapers, the NYCDOE website relating to 
each school that I studied, and from individual school’s website.   
Observation  
Researchers can “formulate their own version” of occurrences through 
observation, and they can “then check it with the participants” (Gall, Gall, and Borg, 
2007, p. 276).  By including what they observe in their report, researchers can provide a 
more complete description of phenomena than would be possible if they only referred 
directly to questionnaires, interview statements, and documents.  Observation provides 
essential and additional data source through which researchers can verify the information 
they obtained via other methods.  Observation of how New York Public High Schools 
music teachers implemented The Blueprint in their classroom was important for these 
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reasons.    
I observed each participating music teacher at least once in the classroom.  Each 
classroom observation lasted about 50 minutes—one instructional period in New York 
City Public High Schools.  I kept the direct observation to a minimum to prevent 
interruptions of instructional flow and distraction in the classrooms.  Observations of and 
interviews with participants in each school took place on the same day in the school 
based on mutual agreement between each participating school and me.   
I observed music teachers in their classrooms as a non-participant or “passive 
observer” (Yin, 2003, p. 93).  I recorded field notes about participating teachers’ 
implementation of The Blueprint in their natural settings.  I based my observation on the 
research questions, and the “observation protocol” that I designed (see Appendix L) 
(Creswell, 2009, p. 181).   
I based the materials for the observation protocol on the information from The 
Blueprint and the “General Hallmarks of Good Arts Pedagogy” (NYCDOE, 2010, p. 43).  
As a non-participant or passive observer, I maintained a “posture of independence” from 
the music teachers and their classrooms (Gall et al., 2007, p. 277).  However, I shared the 
transcript of my field notes with the participants to ensure that there were no 
misunderstandings about what I observed.   
Interview   
I interviewed each music teacher after the classroom observations so that they 
could clarify and elaborate on aspects of the classroom activities that eluded me.  The 
interview process followed a modified protocol version outlined by Phelps, Sadoff, 
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Warburton, and Ferrara (2005).  I recorded each face-to-face interview with music 
educators using a Zoom Q3 Handy Video Recorder.  There was only one face-to-face 
interview with each participant and the maximum duration for each was 50 minutes.  The 
face-to-face meetings of the music supervisors and the music teachers took place in their 
respective schools based on mutual agreement.  
I used the research questions as well as the materials outlined in the semi-
structured interview protocols to determine the open-ended questions of the face-to-face 
interviews (see Appendices I and J).  The format enabled participants to go into depth in 
their answers, allowed them to clarify, illustrate, and elaborate their responses.  Because 
the aim of qualitative inquiry is to discover, I focused the interviews on understanding, 
exploring and learning how participants implemented and supervised The Blueprint in 
their classrooms (Strauss & Corbin, 1990).  I conducted the semi-structured interview 
using the questions in the interview protocols as foundation. 
Although it is impossible to avoid human factors in the interview situation, the 
interviewer can minimize gross distortion by being neutral and nonjudgmental regardless 
of how what participants reveal violated the standards of the interviewer.  A good 
interviewer refrains from arguing, is sensitive to the verbal, and nonverbal messages 
respondents convey, and is an excellent reflective listener (Merriam, 1988).  I maintained 
the role of the patient and neutral interviewer in this study.   
The practices of transcription are synonymous to “a continuum with two 
dominant modes” (Oliver, Serovich, & Mason, 2005, p. 1273).  In naturalism, one 
transcribes every spoken word in full possible detail (p. 1273).  In denaturalism, one 
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removes the “idiosyncratic elements of speech” such as stutters, pauses, nonverbal 
involuntary vocalizations (pp. 1273–1274).  The reason for removing certain parts of 
speech is that it is not always possible to “record all features of talk and interaction from 
recordings” when transcribing (Davidson, 2009, p. 38).   
Transcription is a “selective process” (Ochs, 1979, p. 44).  I recorded what the 
participants reported, and I manually transcribed each datum of recorded interview into 
written form as soon as I collected it using denaturalized form of transcription.  
Denaturalized transcripts suggest that within speech are meanings and perceptions that 
construct the participants’ reality (Oliver et al., 2005).  I provided each respondent with a 
copy of the transcribed version of the interview to verify it for accuracy.  I also asked 
them for clarification to ensure that I reported their meanings accurately, and to ascertain 
that my interpretations did not differ from theirs.  
Data Analysis 
The purpose of data analysis in this study was to seek the right data that answered 
the research questions.  The data I collected through questionnaires, observation, 
interviews and documents required analysis in order to “bring meaning, structure, and 
order” to the data (Anfara, et al., 2002, p. 31).  I analyzed data based on the procedure I 
used to collect them. 
The process of data analysis was simultaneous with the process of report writing 
in this study.  There was no strict demarcation line because, in some qualitative research, 
there is no strict distinction in data collection, data analysis, and report writing processes 
(Creswell, 2007).  They are interrelated, and they are sometimes simultaneous.   
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I interpreted data by coding, and I systematically searched data to identify and 
categorize specific observable actions or characteristics.  I manually coded transcribed 
interview notes and personal field notes of classroom observations, assigning codes that 
allowed for easy analysis of each datum.  The initial coding scheme was predetermined 
based on the research questions and The Blueprint document.  I created new codes for 
emergent themes during the review of interview transcripts and the review of personal 
field notes of classroom observation of teachers.  
Under familiarity, the emergent themes were awareness, professional 
development, belief, knowledge, and understanding of The Blueprint.  I based the themes 
relating to the implementation on the strands of The Blueprint.  Insufficient 
resources/administrative support, lack of time, and lack of consequence for not 
implementing The Blueprint were the themes based on barriers.  The Blueprint evaluation 
process and expertise in the content area of The Blueprint were based on evaluation.  
Directing the implementation of The Blueprint, and method of supervision originated 
from supervisory style. 
In this study, I employed partially the coding procedures of Strauss and Corbin 
(1990).   These coding systems are open coding, axial coding, and selective coding.  
However, as the purpose of using this method was to code data for thematic analysis, the 
only procedures employed were open coding and axial coding.   
Open coding is “the process of breaking down, examining, comparing, 
conceptualizing and categorizing data”(p. 61).  Axial coding is “the process of relating 
subcategories to a category” (p. 114).  Conceptualizing is the first step of the analysis that 
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involves coding, and basic coding process consists of two procedures, “making 
comparison” and “asking questions” (p. 63).   
I broke down the data I collected from classroom observation of music teachers 
and interview of participants into discreet units.  Concepts are the basic units of analysis 
(Strauss & Corbin, 1990).  I assigned a conceptual label to each datum.  I compared the 
information with the predetermined labels, and I named phenomena that were alike with 
the same term to accumulate the basic units.  I generated categories by grouping similar 
basic units through the same analytic process of making comparisons and asking 
questions to highlight similarities and differences that I used to produce lower level 
concepts. 
The analytic strategy for this study involved identifying issues within each school 
after which I sought common themes that transcended the case as Creswell (2007), and 
Yin (2003) recommended.  Because this implementation study of The Blueprint involved 
four sites, my analysis was “beyond single-site” (Klein & Sorra, 1996, p. 1075).  I 
engaged in within-case analysis by providing a detailed description of each school and 
themes within the schools.  My intention was not to generalize the outcome of this study; 
however, the similarities and differences of how participants in each school implemented 
The Blueprint were noteworthy.  The analysis accomplished this goal, and I drew 
conclusions based on the whole text.   
Qualitative case study reports are extensively descriptive.  In writing this study’s 
report, I described each step of the research process.  I gave as much context as possible 
to the readers for the decisions I made in the research design, and for the conclusion I 
  
91
drew from collecting and analyzing the data.  The contextualization included strongly 
making the connections between the data and the conclusions evident.   
In reporting the outcome of the study, I applied thick description.  Thick 
description provided deep, dense, detailed accounts as opposed to thin descriptions where 
researchers only report facts without the details (Denzin, 1989).  It also enabled me to 
create “verisimilitude, statements that produce the feeling” my readers could experience, 
and “the events being described” in this study (Creswell & Miller, 2000, p. 129).   
In my presentation and discussion, I followed the case study approach (Stake, 
1995).  My plan included a general description of each school and an overview of the 
music education program in each school to draw readers to the case.  I narrated the case 
based on actual observation and interview for the illustration of each research question. 
It was important to include an example of the inductive processes of code 
mapping in the presentation (Anfara et al., 2002).  Inductive processes of code mapping 
allows the researcher to demonstrate sufficient rigor of qualitative analysis techniques as 
well as ensuring trustworthiness of the data.  Anfara et al. emphasized that this approach 
permits the triangulation of themes that emerge from the interview, observation, and 
documentary data.  I presented data that illustrated the characteristic of each school in 
tabular form.   
Assignment of Pseudonyms 
I assigned pseudonyms to each of the participating school, music supervisor, and 
music teacher.  I assigned pseudonyms to protect the privacy of the participants and for 
expediency.  I coded all the pseudonyms.  I also coded all the interview and observation 
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data of all the participants.  Table 1 and Table 2 show how I assigned the pseudonyms. 
Table 1 
Pseudonym and Coding for Schools and Title 
 
School and Title Pseudonym           School and Title Code 
Southy S 
Northy N 
Westy W 
Easty E 
Supervisor S 
Teacher T 
Table 2 
Pseudonym and Coding for Participants 
 
    Pseudonym  Title Code       School Code       Participant’s Code   
 
Trustworthiness and Reliability 
Scholars have emphasized the importance of researchers’ role and that one cannot 
minimize it during the overall research process (Charmaz, 2005).   Researchers make 
decisions about the categories throughout the process, bring questions to the data, and 
advance personal values, experiences, and priorities.  It is impossible for qualitative 
Peter Allen S S SSPA 
Tim Henock T S STTH 
Jamie Dean T S STJD 
Anita Roy S N NSAR 
Ted Stringer T N NTTS 
John Wells T N NTJW 
Tim Rojas S W WSTR 
Yusef Farhan T W WTYF 
Malik Diva T W WTMD 
Ana Reese S E ESAR 
Alan Little T E ETAL 
Onica Rice T E ETOR 
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researchers to be neutral when studying phenomena because they are part of the reality 
they study (Peshkin, 1988).  For this reason, trustworthiness, reliability, credibility, and 
legitimation are always issues in qualitative research.   
Researchers, whether quantitative or qualitative, are concerned with issues of 
trustworthiness, reliability, validity, credibility, and legitimation because they want 
readers, evaluators, and stakeholders to respect their work.  Researchers want those 
interested in their work to be aware of the academic and other rigors embedded in it.  I 
approached this study with these issues in mind because of the possibility of researcher’s 
bias.  I reported accounts that accurately represented “participants’ realities” of The 
Blueprint’s implementation (Creswell & Miller, 2000, pp. 1–2).  I established various 
strategies to determine the trustworthiness of this study.  
As the first step in this qualitative study, I bracketed the experiences that were 
likely to give the impression of bias.  I have served as a music teacher in two high 
schools of the NYCDOE before and during this study as some of the participants.  I have 
attended several professional development workshops about The Blueprint, and I have 
engaged in the day-to-day implementation of The Blueprint in my classrooms as part of 
my duty.   
I also received training and certification as an assistant principal of music and as a 
principal, although, during this study I did not work in those capacities.  I was fully 
cognizant of the need to maintain a critical distance.  Before I undertook this study, I set 
aside my views without taking any position (Moustakas, 1994).  I focused only on views 
that the participants divulged and reported.  
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My “chosen lens” and “paradigmatic assumptions” were the perspectives that 
dictated the procedural choice for the study (Creswell & Miller, 2000, p. 124).  I dealt 
with the issues of trustworthiness, reliability, validity, credibility, and legitimation by 
using a variety of instruments to ensure triangulation.  I accomplished these by reading 
and analyzing the documents pertaining to The Blueprint to collect data relating to it, and 
I used survey questionnaire for the screening of potential participants.  I also observed 
music teachers’ activities in their natural settings to gather information about how they 
implemented The Blueprint, and I interviewed music educators to collect data for this 
study.  Creswell and Miller gave a succinct definition of triangulation:  
As a validity procedure, triangulation is a step taken by researchers employing 
only the researcher's lens, and it is a systematic process of sorting through the data 
to find common themes or categories by eliminating overlapping areas. A popular 
practice is for qualitative inquirers to provide corroborating evidence collected 
through multiple methods, such as observations, interviews, and documents to 
locate major and minor themes. The narrative account is valid because researchers 
go through this process and rely on multiple forms of evidence rather than a single 
incident or data point in the study.  (p. 127) 
I also used member checking to establish trustworthiness, reliability, validity, 
credibility, and legitimation for this study.  Member checking involves taking data and 
interpretations back and engaging the participants to confirm the accuracy of the data and 
a narrative account (Lincoln & Guba, 1985).  It is a “crucial technique for establishing 
trustworthiness and reliability” (p. 314).  I sent the transcription of interview and 
observation data to the participants for feedback to ensure accuracy and clarity of the 
contents.  
In addition to thick, rich description, triangulation and member checking, I 
established an audit trail by documenting the inquiry process and research decisions 
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through journaling and memoing.  I kept a research log of all activities; I developed a 
data collection chronology, and I recorded data analysis procedures clearly.  The goal of a 
formal audit is to “examine both the process and product of the inquiry” in order to 
determine the trustworthiness of the findings (Creswell & Miller, 2000, p. 127).  I 
presented the documentation and the log of research activities and coding system to my 
faculty advisor for evaluation to ensure credibility of the narrative account and the entire 
research process. 
Ethics in research is the principles of right and wrong that a particular group 
accepts (Bogdan & Biklen, 1992; Bresler, 1996).  Codes of ethics address individual 
rights to dignity, privacy, confidentiality, and avoidance of harm (Bresler, 1996; 
Creswell, 2009; Glesne & Peshkin, 1992; Punch, 1986).  This study involved human 
subjects who were employees of the NYCDOE.  As a result, I obtained Institutional 
Review Board’s permission from Boston University and the New York City Department 
of Education before conducting the study.  
I made the study’s goals clear to the participants, and I obtained their informed 
consent.  In the final written report, I assigned pseudonyms and codes to all the schools 
and the human subjects participating in the case study phase where the report called for 
names.  I offered all participants the results of the study.  Through compliance with 
Institutional Review Board Protocol, I ensured that the study did not harm or exploit 
participating human subjects. 
  
96
Delimitations 
The NYCDOE created The Blueprint for all the subjects grouped together as the 
arts and all academic levels from PreK–12; however, this study was limited to the 
implementation and supervision of The Blueprint for music in New York City public high 
schools.  The study did not cover the implementation of The Blueprint in the New York 
City public elementary or middle Schools.   
My study did not extend to the implementation and supervision of the National 
Standards for Music Education or the New York State Standards for Music Education.  I 
limited my study’s scope to participants who were music educators in four New York 
City Public High Schools.  Therefore, I cannot generalize the outcome of the study 
because the schools I studied may not be fully representative of all New York City public 
high schools. 
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CHAPTER 4: THE COLLECTIVE CASE 
In this chapter, I describe in detail the music activities of the four High Schools 
that formed the collective case study in one of the largest school systems in America—
the New York City Public school system.  The purpose is to enable readers to understand 
how music personnel in these schools perceived and approached the music education 
standards known as The Blueprint.  The narrative provides readers with a detailed 
description of the collective case to enable them to experience the occurrences 
“vicariously” and “draw their own conclusions” (Stake, 2005, p. 450).  
Participating High Schools 
The collective case study comprises the four participating high schools—Southy, 
Northy, Easty, and Westy High Schools.  Southy, Northy, and Easty high schools are 
traditional large public high schools, and Westy is a newly created small public high 
school.  The schools are located in the two largest and most populous boroughs of New 
York City, and they possess different characteristics that affect the way participants 
perceive and approach The Blueprint in each school.    
Southy High School  
The school is located on a beautiful, well-manicured, grassy site in a residential, 
working-class neighborhood of New York City.  Behind the school on its western 
boundary is a subway rail.  Southy is a large school that the local education district 
established in the late 1960s on the educational principles of one of American’s famous 
philosophers and educators.  The district built it for 2,800 students, but the enrolment for 
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school year 2010 – 2011 was only about 2600 students.  The student population is diverse 
with 31% African Americans, 33% Asian Americans, and 21% Latin Americans, and 
15% White Americans.  There are 47% boys and 53% girls.  
Southy’s school day is long and stretched over many class periods.  Class 
schedules follow a college model with some classes meeting three or four times weekly 
as opposed to a regular high school schedule of daily instructional sessions.  The 
installation of a metal detector at the entrance of the school—an indication that a school 
has safety and security problem—was an attempt to prevent individuals carrying weapons 
from entering the school.  Only schools with security problems install metal detectors and 
not all New York City public schools followed this policy.  The overall school’s 
environment appeared pleasant with calm hallways especially when students switched 
classes.  
The core belief of Southy High School was that motivated students should have 
the flexibility to direct their education.  As part of its mission, the school’s plan was to 
offer a creative education that empowers students to decide their educational experience. 
Another plan was to enable students to grow at their pace in an aura of positive exchange, 
and to provide an opportunity for them to obtain their academic, cultural, and social 
enrichment through extended day.  One of the school’s goals was to develop thinking, 
questioning, reasoning, and responsible individuals through individualized instruction. 
Another was to use resource centers for accelerated and reinforced learning, independent 
study opportunities, a non-graded curriculum, and the establishment of reasonable 
behavioral goals that were open to assessment by both student and teacher.  
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The School Progress Report, which is the annual report card published by the 
NYCDOE for all its schools, was not a positive one for Southy High School during the 
academic year 2010 – 2011.  Southy High School was among the city’s large schools that 
the NYCDOE identified as failing high schools, and for which it planned to allocate 
Improvement Grant Funds to implement the Restart Intervention Model (RIM).  The 
NYCDOE matches each “Restart” school with a non-profit educational organization that 
works closely with the principal and the school community.  The partnership is for the 
implementation of an improvement plan that would develop the curriculum, build 
academic supports for students, and aid teachers improve practice.  When the NYCDOE 
allocates Improvement Grant Funds to implement the Restart Intervention Model, it 
keeps the schools open, and the schools admit a new class of students.  With a rating of 
“C,” Southy is the only high school in this study with a low grade in the School Progress 
Report published for the academic year 2010 – 2011. 
Northy High School  
Housed in a clean and well-maintained contemporary building, Northy High 
School is a calm, pleasant, traditional large public school with grassy fields and a 
courtyard that suggests a suburban tone.  On the eastern border facing the entrance of the 
school and on the northern boundary are rows of middle-class houses.  On the western 
edge and behind the school is a golf course, and on the southern boundary of the school is 
a busy highway.  Northy is a longtime neighborhood school with a strong sense of 
community.  
Like Southy, the school’s student population was diverse, consisting of first-
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generation Americans and recent immigrants.  The race, ethnicity, color, and gender of 
students entering the school in the morning and exiting the school in the afternoon 
reflected this diversity.  Asian students—a number of whom were from countries such as 
China, South Korea, and Taiwan—constitute half of the student population.  A mix of 
Whites, African Americans, Hispanics, and students of several other ethnicities make up 
the rest of the student body.  The student body of 50% boys and 50% girls at Northy was 
approximately 4,200 with 12% African Americans, 48% Asian Americans, 23% Latin 
Americans, and 17% White Americans.  
Northy High School was committed to preparing its students for post-secondary 
success.  The approach of the school personnel ensured personalized attention in 
addressing the individual needs of students.  In addition, the school’s state-of-the-art data 
systems monitored students’ progress and achievement.  It prepared students 
academically and challenged hem for the future.  The administration of the school 
focused on a college-bound culture whereby students attained success in a safe and 
secure learning environment with the hope of developing future leaders.   
The School Progress Report published by the NYCDOE for Northy High School 
during the academic year 2010 – 2011 was a positive one.  The School Progress Report 
for Northy’s yearly overall performance showed strength.  Its “A” rating indicated that 
academically, Northy students were among the best in the New York City Public High 
Schools.   
The school is one of the most highly rated among the New York City Public High 
Schools.  This type of rating makes a school very attractive to highly motivated students 
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and their parents.  The administrators, teachers, and students of Northy were profoundly 
proud of their academic achievement and their recognition as one of the elite schools in 
the New York City Public High School System. 
Easty High School  
The school building was directly in front of the park in a middle-class 
neighborhood of New York City.  Easty is one of the few high schools that the NYCDOE 
built during the Great Depression.  Other than the Asian population, which constituted 
half of its student population, Easty, like the other two schools discussed above, is a 
diversified school.  The student body of 47% boys and 53% girls at Easty was 
approximately 3,900 with 17% African Americans, 46% Asian Americans, and 17% 
Latin Americans, and 20% White Americans.  
Easty High School selectively admitted students into two different programs in 
the arts.  The first program is the Academy of Visual Art and Design that offered courses 
in art history, fashion, painting, sculpture, computer graphics, drawing, photography and 
commercial art.  The second program is the Academy of Music that offered extensive 
music courses.  These two programs have earned the school an excellent reputation in the 
arts.  Students demonstrated their ability in math and science through the school’s 
Science and Math Academy of Research Talent program.   
The school’s goal was to ensure that all its graduates enrolled in college, prepared 
to persist and succeed in achieving their degrees.  The school aligned all the clubs, teams, 
and other student activities with this goal.  It reviewed the curriculum continually to 
support students’ success, and all the school personnel frequently made efforts to 
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motivate and ensure students’ enthusiasm in colleges and careers. 
The school had an 80% four-year graduation rate and 91% of students graduated 
within five years.  This graduation rate was exceptionally high for a New York City 
Public High School.  In the fall of 2008, the school pioneered a Whole Child Guidance 
practice.  It further improved curriculum through the additions of internships and 
numerous college-accredited courses. 
Westy High School   
The location of Westy is in the heart of New York City.  Compared to other high 
schools in this study, it was a new and a small school with a student population of only 
700.  The NYCDOE closed and restructured an existing school due to poor academic 
performance, and renamed it.  It created Westy on the belief that smaller schools are 
more manageable than the traditional large public schools.   
With 75% African Americans, 2% Asian Americans, 20% Latin Americans, and 
3% White Americans, the student population of Westy was not as diverse as the other 
schools in this study; however, it was reflective of the population of its area.  There were 
37% boys and 63% girls.  Westy’s residency requirement might have played a role in 
why its student population was not as diverse as the other schools in this study.   
One of the few art schools in New York City, Westy offered academic programs 
such as fine art, which includes visual and design, historic preservation art, and 
performing arts.  The performing art courses included theater, dance, instrumental, and 
vocal music.  Although the school admitted students strictly by audition, it allowed 
candidates seeking admission to the ninth and tenth grades to audition for as many majors 
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as they wish. However, such students must meet the requirements of each major for 
which they applied.   
Residency in the Borough was a requirement for every student.  Westy High 
School sought the participation of the entire educational community.  The school 
encouraged its students to enroll in summer studies and internships that various art 
organizations, colleges, and schools provided in New York City.   
Westy High School aligned its curriculum to the new standards of education; it 
provided and supported a comprehensive, rigorous, and arts-oriented curriculum that met 
New York State and NYCDOE standards.  The NYCDOE designed the curriculum to 
encourage and nurture students so that they could use their works of art to fulfill their 
potentials, dreams, and aspirations.  Education in the school was interdisciplinary with 
the alignment of knowledge in one subject area to learning across all subject areas.  The 
school provided and encouraged appropriate use of technology to support research and 
independent study.  With a grade of “B” in the progress report, the school was doing 
well. 
Comparison of the High Schools Participating in the Study 
Each high school in this study had features that rendered it similar to, or different 
from the other participating schools, as well as other New York City public high schools.  
I enumerated the characteristics of individual schools below in a combined and collective 
light.  Pointing out the features would enable readers to compare and contrast the schools 
and see similarities or differences in detail and tabular form (Anfara et al., 2002).  The 
characteristics are demography, each school’s music department, enrollment of students 
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in music, participating music personnel, and climate/instructional environment and 
materials. 
 Public high schools in New York City were traditionally large.   However, the 
controversy over manageability and the alleged failure of some large public schools have 
led to the creation of smaller high schools.  Two types of public high schools are now 
available in New York City—the traditionally large high schools and the newly created 
small high schools.  Southy with a student population of 2600, Northy with a student 
population of 4200, and Easty with a student population of 3900 are examples of 
traditional large public high schools.  Westy with a student population of 700 is an 
example of a small high school.   
Table 3:  
Participating High Schools’ Demographics in 2010–2011 
Category Southy (n = 2600) 
Northy 
(n = 4200) 
Easty 
(n = 3900) 
Westy 
(n = 700) 
African Americans 31% 12% 17% 75% 
Asian Americans 33% 48% 46% 2% 
Latin Americans 21% 23% 17% 20% 
White Americans 15% 17% 20% 3% 
Boys 47% 50% 47% 37% 
Girls 53% 50% 53% 63% 
English Language learners 13% 12% 10% 1% 
Special Education 10% 10% 10% 9% 
 
Because of the large student population, it had been necessary to organize high 
schools into departments similar to the organization design of colleges.  Such an 
organization necessitated the assignment of supervisors for each department.  During 
Mayor Bloomberg and Chancellor Klein’s administration, the trend was to close failing 
large high schools and create small schools based on subjects.   
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Another policy of the NYCDOE during Mayor Bloomberg’s administration was 
to create and name the small schools based on subjects.  Traditionally, the large schools 
such as Southy, Northy, and Easty were all comprehensive high schools.  The NYCDOE 
created Westy, for example, as a high school for the arts.  The individual assigned to 
supervise the subject at Westy was the assistant principal for the arts who was a qualified 
teacher of the arts.  Such had not always been the case with large high schools in New 
York City. 
Music in Participating High Schools 
The four schools participating in this study differ in terms of the credential of 
their music department’s supervisors and the manner in which they organized their music 
departments.  The most obvious difference was that two of the supervisors had 
certification in music while two did not.  Another important difference was in the 
schools’ course offerings and in the number of music teachers. 
Southy’s Music Department  
The location of Southy’s music department was the first floor of the building.  
The department offered courses such as keyboard/piano, a music technology course that 
took place in a computer laboratory specifically built for music theory and composition, 
and a music appreciation or survey of music course.  Each course had its own dedicated 
classroom.   
The school had stopped offering music performance courses such as concert band, 
jazz band, orchestra, and the chorus.  Based on the description of the arts program it 
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submitted to the Annual Arts in Schools Report of NYCDOE in April 2011, the 
administration did not seem to make any future commitment to music program.  
According to the description of the arts the school published in its web site, Southy 
offered various arts courses, but music was not the school’s priority.  The school’s focus 
was on other arts such as Photography and Video Production in which a student’s work 
was showcased at the New York Film Festival in 2011. Southy also planned to revive its 
Dance Program and establish a Theatre Program by employing new teachers for the two 
programs (S-Doc., 2011).   
Nothing on Southy’s web site referenced the accomplishments of music students.  
There was no indication of future addition to music personnel of the department or the 
restoration of cancelled music performance courses such as concert band, jazz band, 
orchestra, and the chorus.  The school was famous for such courses before the New York 
City’s budget crisis of the 1970s and the 1980s that resulted in the cutback of the arts in 
schools.  Although, the administration had improvement plans for some of the arts, there 
is no evidence from the statement on the school’s web site that music was one of them. 
Northy’s Music Department  
The location the music department was the first floor on the northeastern part of 
the building.  The music program at Northy included theater arts (Broadway production), 
marching band, concert choir, mixed chorus, jazz band, and honors orchestra.  The 
concert choir was a past winner of NYSSMA gold award with distinction, and the concert 
band was the winner of the NYSSMA silver award.  Among the participating high 
schools, Northy was the only school with a marching band.  Northy also suffered from 
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the cutback in arts during the New York City’s budget crisis of the 1970s and the 1980s.  
Judging from its music course offerings, the number of music personnel, and several sets 
of new instruments, however, it was apparent that the school was able to restore some of 
its losses. 
Easty’s Music Department  
The music department, frequently referred to as the Music Academy, was located 
in the basement of the building.  While general, instrumental, and vocal music classrooms 
are common in the majority of New York City public high schools, many music facilities 
found at Easty are less common.  Such facilities include a music-recording studio and a 
state-of-the-art piano/keyboard laboratory.  Because of the proliferation of computers in 
New York City schools, some school administrators chose to designate a separate 
classroom as a music technology laboratory.  Easty High School, like Southy High 
School, was among these schools, and according to the description of the music program 
published on the school’s web site, the department’s goal was to ensure that its students 
acquire the knowledge necessary for success in college and careers in music.  Students 
learn about computer music software and equipment used in standard music studios (E-
Doc, 2010). 
The Music Academy offered instrumental and vocal programs that included male, 
female, mixed, and concert choral groups, concert and jazz bands, symphonic orchestra, 
piano, and theory and composition classes.  All the performance groups in the school 
were recipients of NYSSMA Gold Award with Distinction and other NYSSMA Awards.  
These accomplishments of Easty music students made the teachers, who are distinguished 
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music specialists proud.  Although Easty has a strong music program that is comparable 
or exceeds many high schools designated as arts schools, the NYCDOE designated Easty 
as a comprehensive high school.  Many parents and the community members believed 
however, that Easty is an original high school of performing arts and the ideal high 
school for music education in the borough and the New York City community.   
The New York City’s budget crisis of the 1970s and the 1980s that resulted in arts 
cutbacks did not affect Easty as it did other New York City public high schools.  The 
alumni of the school provided funds through donations to save the music department.  
The only New York City Public High Schools that required audition for performance art 
courses were high schools specifically designated as school of the arts.  Easty was one of 
the regular New York City public high schools that required an audition for students to be 
admitted to the performance art program.   
The school prepared music students for college through the opportunity to enroll 
in a one-year college-level music theory course through which they could earn six college 
credits in a local university.  The school also made students ready for music-related 
career through a two-year course in music production and recording technology.  Easty 
was one of the few schools that offered such career-related courses in the New York City 
Public High Schools, and none of the other participating high schools in this study 
offered such.  Easty is known for having a very strong arts program, and is perhaps even 
thought of by many as a school to go to for the arts. It is, however, a comprehensive high 
school and is not designated as an arts school as Westy is. 
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Westy’s Music Department  
Westy was the only high school built for the arts among the four high schools in 
this study.  Like most small New York City public high schools for the Arts, and like 
Southy, the music department was small with only three personnel.  Westy’s music 
department was small in comparison to Northy, Easty, and most music departments in 
large New York City public high schools.  The classrooms for the band and chorus were 
in the basement of the building as in most New York City public high schools.   
The department offered courses such as chorus, concert band, jazz band, and 
orchestra.  Admission into the music program was strictly by audition.  Students who 
sought admission to the instrumental music program were required to play a prepared 
piece, sight-read music, play two scales from memory and use their own instruments 
during audition.  Those who sought admission to the vocal music program were required 
to sing a prepared piece within their vocal range, sight-sing, and audition a capella. 
Enrollment in Music  
The State of New York requires high school students to complete 2 to 4 years of 
subjects such as mathematics, English language arts, science, and global studies.  
However, it only requires a year of music or art classes.  Some principals only offer 
music and art subjects because the NYCDOE holds them accountable for what it 
considers “adequate levels of arts education” (Center for Arts Education, 2007b, p. 5).   
Among the schools in this study, only Southy offered music for the sole purpose 
of satisfying the New York State’s requirement.  There is no continuity in any of its 
music courses beyond one year and none of its music classes culminated in concerts as in 
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the other three schools.  In most cases, only schools built specifically for the arts focus on 
music and other arts.  Among the four participating high schools in this study, only 
Westy High School was specially created for the arts.   
In the process of conducting this study during the 2010–2011 academic year, at 
Southy, 20% of 9th graders, 25% of 10th graders, 14% of 11th graders, and 15% of 12th 
graders enrolled in music courses.  At Northy, 18% of 9th graders, 15% of 10th graders, 
12% of its 11th graders, and 16% of 12th graders registered for music courses during the 
same academic year.  Students that enrolled in music courses at Easty included 20% of 
9th graders, 21% of 10th graders, 5% of 11th graders, and 30% of 12th graders.  During 
the same period, 26% of 9th graders, 37% of 10th graders, 48% of 11th graders, and 66% 
of 12th graders registered for music courses at Westy. 
The percentage of students enrolled in music at Westy was significantly higher 
than the other three schools in this study in every class category.  Despite Easty’s claim 
as the original school of performing arts and the ideal high school for music education, 
only in the 12th grade was its enrollment in music significantly higher than Southy’s and 
Northy’s enrollments.  Even then, Easty’s 5% music enrolment at the 11th grade was less 
than half of music enrolments in all other participating high schools.  Its 30% twelfth-
grade music enrolment was less than half of Westy’s 66% twelfth-grade music 
enrolment.  Table 4 shows the percentage of students enrolled in music by the 
participating high schools in 2010–2011. 
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Table 4:  
Participating High Schools’ Enrollment of Students in Music during 2010–2011 
Category Southy Northy Easty Westy 
9th Grade 20% 18% 20% 26% 
10th Grade 25% 15% 21% 37% 
11th Grade 14% 12% 5% 48% 
12th Grade 15% 16% 30% 66% 
Total enrollment 18% 15% 16% 44% 
 
Participants 
The NYCDOE considered The Blueprint to be a good arts education program that 
required implementation by full-time certified music teachers.  The NYCDOE believed 
that certified music teachers are the backbone of an excellent arts’ education program, 
and that they are crucial to the high-quality implementation of The Blueprint (New York 
City Department of Education, 2010).  Table 5 illustrates educators’ NYSED and 
NYCDOE music certification in 2010–2011 at the participating high schools. 
Table 5:  
Participating High Schools’ Educators’ Music Certification in 2010–2011 
 
Category        Southy  Northy            Easty   Westy 
 Cert Non-Cert Cert Non-Cert Cert Non-Cert Cert Non-Cert 
AP Music           0     1            0            1       1       0              1 0 
Teacher             2     0            4            0        5       0              2 0 
The NYCDOE also considers certified music teachers as “highly qualified” (No 
Child Left Behind Act, 2002) because they have spent many years studying and refining 
their expertise in their art forms, and because they possess the depth and scope of 
knowledge of their subject area content (New York City Department of Education, 2010).  
All the music teachers in this study were certified by the NYSED and the NYCDOE as 
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shown in Table 5.  Therefore, they were qualified to implement The Blueprint in the 
classrooms of the New York City public high schools according to the NYCDOE.  
Southy’s Music Personnel 
The department’s personnel included an assistant principal and two music 
teachers.  All music staff at Southy participated in this study.  The unique aspect of the 
music department at Southy High School was its recruitment of music teachers and the 
assistant principal who were alumni of the school’s music department.  Not every high 
school has the opportunity of recruiting its alumni as teachers and supervisors.  In this 
study, none of the other high schools had their alumni as music teachers or music 
supervisors.   
Peter Allen was an educator with the NYCDOE for 15 years, 4 of which he served 
as an assistant principal.  Before he became an assistant principal in 2006, he was a 
teacher of business and technology.  He was a graduate of Southy, his entire teaching and 
supervisory career had been at Southy, and in 2010–2011, he was the assistant principal 
and supervisor of Art, Music, Business, and Technology.  He studied trumpet in his 
Junior High school, and he continued with the study of trumpet as a high school student 
at Southy.  He supervised 12 teachers, 2 of whom were music teachers.  In his spare time, 
he worked as a DJ; a job he had held for 25 years. 
Tim Henock graduated from Southy High School.  While a Southy student, he 
took many music classes including symphonic orchestra, concert band, jazz ensemble, ear 
training, theory, and musicianship.  Subsequent to graduating from Southy in 1978, he 
obtained his degrees in music at CUNY Colleges.  He performed professionally in the 
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Catskills and on Broadway in New York City.  He played trombone with a famous jazz 
orchestra before becoming a music teacher with the NYCDOE in 1982.  
His career as a teacher began when he taught mathematics as a substitute teacher 
without license for the subject.  He taught on and off in order to complete his NYSED 
permanent certification requirement in music education, and he served as a substitute 
teacher between music gigs.  Thirteen years ago, after he finished the tour of musicals, 
“Grease” and “Brazil,” he came back to his alma mater as a substitute teacher.  The 
administration employed him as a full-time music teacher instead, telling him that he was 
in the right place at the right time because he had both his NYSED and NYCDOE 
permanent certifications in music education.  
Like Peter Allen and Tim Henock, Jamie Dean had been a student at Southy High 
School.  As a student, he majored in music.  After graduating from Southy, he was 
admitted to The Julliard School, located in New York City.  At Julliard, he studied the 
trumpet, and he majored in music performance.  He has performed with numerous 
orchestras and chamber groups throughout the United States and mostly in New York 
area.  
Jamie Dean started his career with the NYCDOE in 1986 as a substitute teacher 
going to every school that needed him.  Eventually, he obtained a few long term 
assignments in different schools.  He was working in a junior high school in 1996, when 
his former music teacher, who was retiring from Southy, invited him for a job interview.  
Jamie Dean wanted to return to Southy as a teacher, and was excited after the principal 
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interviewed him and offered him the job as a music teacher.  Jamie Dean only teaches 
two music classes because he is also a dean of students. 
Northy’s Music Personnel  
The music personnel consisted of an assistant principal, a band teacher, a string 
teacher, a chorus teacher, and a Hebrew teacher who recently received her certification as 
a music teacher.  The choir teacher served as the coordinator of the music department, but 
he was on sabbatical during this study.  The Hebrew teacher was covering some of the 
chorus teacher’s teaching assignments in absentia, but the coordinating aspect was 
temporarily suspended pending the return of the choir teacher.  The administrative 
responsibilities relating to music was entrusted to individual music teachers.  It was 
obvious that there were mutual respect and trust between the school administrators and 
the music teachers at Northy.   
Anita Roy had begun her teaching career in a college before the NYCDOE 
employed her.  While employed at the college, she enrolled in a Ph.D. program, which 
she never completed, but included in her three Master degrees is a Master of Philosophy.  
She received a teaching fellowship in the year 1990.  In 1992, Anita Roy decided to teach 
as an employee of the NYCDOE.  She began her NYCDOE career in a junior high school 
where she taught for seven years before coming to Northy High School in 1999.   
Anita Roy became an Assistant Principal in 2008.  Although, she supervised 
music at Northy, she was not certified as a supervisor of music by NYSED or NYCDOE.  
She received certification as a supervisor of foreign languages from both New York State 
Education Department and the NYCDOE, and she supervised the foreign language 
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department as well as the art and music departments at Northy High School.  
Ted Stringer’s tenure as a music teacher and as an employee of the NYCDOE was 
21 years.  His teaching career began in a New York City High School where he taught for 
one term before the school laid him off due to budget cut.  He then taught music in a 
junior high school for about 15 years before Northy High School employed him.  At the 
junior high school, he taught beginner’s band, advanced band, general music, special 
education, and string for one year.  Ted Stringer has taught at Northy high school for six 
years. 
Ted Stringer possessed all the qualifications that his position as a music teacher 
required in the NYCDOE.  These included a Bachelor Degree in music, a Master Degree, 
a certification by NYSED as a teacher of music K–12, and a certification by the 
NYCDOE as a teacher of orchestral music.  He also possessed a certification as a teacher 
of gifted and talented students, a credential that the NYCDOE made available to teachers.  
Although the NYCDOE provided the certification to all teachers, none of the other 
teachers in this study possessed it.  
John Wells began his teaching career as a substitute teacher with the NYCDOE 
after graduating with a Master Degree in music from Aaron Copland School of Music in 
New York City.  He served as a substitute teacher for a year and a half, and he worked in 
two different elementary schools for a total of 8 years.  He had taught music in another 
NYCDOE high school for five years before Northy High School employed him in 2002.  
John Wells initially taught only music appreciation at Northy, but he became the director 
of the junior band and the advanced bands, which included the concert band and the 
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marching band.  He also taught guitar and music appreciation.   
When he was not teaching at Northy High School and the NYCDOE school 
system, he performed as a jazz guitarist and composed—as well as produced—R & B and 
pop music.  As a young man, he worked as a studio musician.  He has performed 
throughout the United States, mostly in the New York tri-State area, and he has 
performed throughout the world, mostly in European countries.  He has taught music for 
17 years. 
Easty’s Music Personnel 
The personnel include an assistant principal, two band teachers, a string teacher, 
and a chorus teacher.  One of the band teachers served as the coordinator of the music 
department.  The participants for this study were those who volunteered among the 
Easty’s music personnel.   
Donna Reese was the assistant principal for music and art, and this is her 15th year 
as a music educator.  Her career as a music teacher began at a Catholic school where she 
taught chorus, band, and general music for five years.  She came to Easty High School in 
2000, and she taught music for three years before becoming an assistant principal.  Her 
responsibilities as an assistant principal encompassed the music and art departments 
primarily, and unlike many other assistant principals who supervised other subject areas, 
she supervised only art and music.  In addition to her academic responsibilities at the 
school, she was the data inquiry team leader, and the leader of two other committees. 
She is a professional tuba player and a singer, having performed in both roles 
extensively in the New York tristate area and throughout the United States.  She is 
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certified in both instrumental and vocal music and in addition to holding a permanent 
certification in instrumental and vocal music in New York State; she also holds 
permanent certification in administration and supervision.  She is a tenured assistant 
principal of art and music.  Her official NYCDOE title and area of certification as an 
assistant principal is Supervisor of Music in Day High Schools.  In total, she taught for 
eight years, and she served as an assistant principal for seven years.  
Alan Little grew up in Long Island, New York, and he graduated with a music 
education degree from a SUNY college.  He obtained his first job out of college at Easty 
High School when he was 22 years old.  He has worked at Easty for five years as a 
teacher of woodwind, beginning band, the advanced band, jazz ensemble, music theory, 
and music production and percussion.  In 2009, he became the music coordinator at 
Easty.  He coordinated the music concerts, the auditions, finances, and some of the 
administrative responsibilities assigned to him by Donna Reese, the assistant principal.  
Onica Rice obtained both her undergraduate and graduate degrees from a CUNY 
College.  Her Bachelor’s and Master’s degrees were in music education.  At the time of 
the study she had been teaching music at Easty High School for 5 years.  Prior to that, she 
spent 2 years at Easty as a student teacher.  She taught the advanced percussion 
ensemble, the advanced musicianship classes, and the intermediate level band. 
Westy’s Music Personnel 
Apart from the band teacher whom the school recruited from the old phased out 
and transformed school, all the music educators in the school were relatively new.  The 
personnel in the department included an assistant principal, a band teacher, and a choral 
  
118
teacher.  All the personnel in the department participated in this study. 
Tim Rojas obtained his undergraduate degree in music and graduate degree in 
administration and supervision.  He taught band for ten years before his appointment at 
Westy as the assistant principal of art and music in 2008.  He was successful in creating a 
band program and leading the students in the band program to participate in the annual 
New York State School Music Association (NYSSMA) festival in a very short time.  He 
taught and directed the concert and marching band in a highly rated New York City high 
school and a very successful band music program at a high school in a neighboring 
suburb of New York City.   
Tim Rojas taught a music theory class, a wind ensemble class, and a marching 
band class.  He taught the three courses in addition to his responsibilities as the 
supervisor of the arts at Westy High School.  Under his guidance, the marching band won 
numerous awards, and the wind ensemble received a Gold rating at the NYSSMA 
competition.  His primary goal was for Westy to become the best school for the arts in the 
community and throughout New York City. 
Yusef Farhan taught music in the New York City Department of Education for 20 
years.  He started at elementary school level where he worked for the first five years of 
his career.  He was a holdover from the previous phased out school that the NYCDOE 
transformed into Westy High School.  He has, since, been the director of the concert 
band, the jazz band, and the orchestra.  
Yusef Farhan’s music students at Westy were members of a well-known 
orchestra’s Young Composers Academy, where they spent 28 weeks in an intensive after-
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school program learning the properties of music, and the art of composition.  The 
program culminated in a concert in which the Orchestra’s professional musicians 
performed the students’ original work in a large hall that the audience filled.  
Malik Diva was in his second year of teaching music at Westy, where he taught 
and directed all the choral music.  Although he was new to Westy, he led his chorus class 
to the NYSSMA competition in 2010, and they won a gold award with distinction.  Malik 
Diva was an accomplished Tenor singer as well as an excellent actor.   
As a youth, Malik Diva sang in various choirs, and he participated in Master 
classes for singers.  He performed as an opera singer and as a vocal soloist with 
numerous orchestras and choral groups all over the world.  In addition to obtaining a 
Bachelor and Master of Music degrees, he was a professional singer for more than 20 
years.  Figure 4 is a summary of participating music educators in the four high schools I 
studied.  
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School Music Personnel Position 
Years in 
this School 
Total Years in 
NYCDOE  
Other 
Experience 
Southy 
Peter Allen 
AP of Art, 
Business, Music 
and Technology 
4 Years. 15 Years. Music DJ 
Tim Henock Music Teacher 13 Years. 
28 Years. 15 years as 
NYCDOE Substitute 
teacher 
Trombonist on 
Broadway shows 
Jamie Dean Dean/Music Teacher 14 Years. 
24 Years. 10 years as 
NYCDOE Substitute 
teacher 
Trumpeter in 
chamber and 
orchestras groups 
Northy 
Anita Roy AP of Art, Music, Foreign Language. 2 Years. 18 Years.  
Ted Stringer Music Teacher 6 Years. 
21 Years. 15 years as 
NYCDOE Substitute 
teacher 
 
John Wells Music Teacher 8 Years. 
24 Years. 10 years as 
NYCDOE Substitute 
teacher 
Jazz guitarist, R 
& B composer, 
produces 
Easty 
Donna Reese AP of Art and Music. 10 years. 10 years. 
5 years as a 
catholic school 
music teacher 
Alan Little Music Teacher 5 years. 5 years. Coordinator of the 
music department 
Onica Rice Music Teacher 5 years. 5 years.  
Westy 
Tim Rojas AP of Art and Music. 2 Years. 18 Years.  
Yusef Farhan Music Teacher 20 Years. 20 Years.  
Malik Diva Music Teacher 2 Years. 2 Years. Tenor singer. 
 
Figure 4: Participating music personnel. 
Analysis, Discussion, and Results 
I based the materials in this section on the five research questions.  I was able to 
elaborate the narratives accurately by focusing on the research questions.  Approaching 
the analysis and discussion using the research questions also allowed for specificity of 
discourse that is essential to the readers understanding.   
  
121
To what extent are New York City Public High Schools’ music educators familiar 
with the Blueprint for Teaching and Learning in Music? 
Implementation of standards cannot be successful unless those implementing 
them are familiar with, are knowledgeable of, and understand the standards (Byo, 1999; 
Kirsten, 2006; Reimer, 1993).  At the initial stage of this study, I sent questionnaires to 
all music teachers and music supervisors in the New York City Public High Schools to 
screen potential participants for this aspect of the study.  The first question on the 
questionnaire was about the extent of the respondents’ familiarity with The Blueprint.  
The responses indicated that some of the respondents were fully familiar, some were 
partially familiar, and few were not familiar with The Blueprint.  Table 6 reflects the 
response received from music teachers and music supervisors who returned the 
completed questionnaires.   
Table 6  
The Extent of Respondents’ Self-reported Familiarity with The Blueprint 
Research Question #1            Supervisors (n = 8)   Teachers (n = 55) 
Familiarity with The Blueprint     n     %    n     %  
Fully Familiar      5   62.5%   24   43.7% 
Partially Familiar   2   25.0%   23   41.8% 
Not Familiar        1   12.5%     8   14.5%  
The literature suggests that the extent to which the employees are familiar with a 
policy depends on a number of factors (Klein & Knight, 2005).  The relevant factor here 
is the “quality and quantity of training” that must be available to music educators of New 
York City public high schools in order to use The Blueprint (p. 245).  Other relevant 
factors involve the extent to which music educators are aware of The Blueprint.   
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Also included is how the participants’ knowledge and understanding of the policy 
shaped their opinions, impressions, and beliefs about it in each school.  Below, I discuss 
how participants became familiar with The Blueprint under the extent to which 
participants were aware of it.  I describe the quality and quantity of training under 
professional development, and I also explain the belief, impression, knowledge, and 
understanding of The Blueprint. 
The extent to which participants are aware of The Blueprint. The level of 
participants’ awareness and familiarity with The Blueprint varied in this study.  This 
study revealed three avenues through which respondents learned about The Blueprint: 
direct communication from the director of music for the NYCDOE, the professional 
development workshops specifically designed for it, and the website set up by the 
NYCDOE. 
Donna Reese found out about The Blueprint standards shortly before the 
NYCDOE first introduced it.  The director of music asked her to be one of the facilitators 
and trainers.  After the director had retired, Donna Reese continued to serve for a few 
more years in the role of a coach under the new director.  She was also on the writing 
committee as a contributing writer for the second edition the NYCDOE introduced in 
2008 that focused on music.  Donna Reese recalled: 
When it first came out, I was asked to be a trainer of The Blueprint for the 
department of education by the director of music for New York City Department 
of Education at the time. I continued to serve for a few more years in the role of a 
trainer of The Blueprint with the current director of music. I was also on the 
writing committee as a contributing writer for the second edition of The Blueprint.  
So, that is how I became familiar with The Blueprint.  (ESDR-I, 11/18/10) 
All the music personnel at Easty were familiar with The Blueprint.  Like her 
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supervisor, Onica Rise became familiar with it through the director of music for the New 
York City Public School System.  Unlike her supervisor, however, she became familiar 
with it as a college student, and she found out through one of the workshops facilitated by 
the director.  Onica Rise described her initial experience: 
I am familiar with The Blueprint.  The first time I heard about it, I was an 
undergraduate at Queens College.  I was very fortunate that the current director of 
music came to Queens College to introduce it to us through a workshop on when 
it was first being used in the New York City public schools.  So, I felt great 
because I was prepared before I even started my job.  I started thinking about how 
I could use it as a new teacher a few years after the workshop.  Knowing about it 
before I was employed at Easty and the NYCDOE definitely helped me prepare as 
a new music teacher.  (ETOR-I, 11/18/10)  
The two music supervisors, Donna Reese of Easty and Tim Rojas of Westy, were 
familiar with The Blueprint before the NYCDOE introduced it to the general music 
education population of New York City public schools; however the manner of discovery 
differed.  Whereas Donna Reese was a member of the planning committee, Tim Rojas—
like Onica Rise—knew about it as a college student.  Tim remembered: 
I became aware of The Blueprint during its formation.  I was a student teacher 
under a supervisor of music at a high school in Staten Island.  This was when the 
director of music for NYCDOE was at the initial stage of planning The Blueprint 
and they had meetings about it.  The assistant principal allowed me to sit-in at the 
meetings.  That is how I found out about it.  I was there right from the beginning, 
although, I was not one of the decision makers.  I was a student teacher observer.  
(WSTR-I, 01/10/11) 
Prior to the creation of The Blueprint, the NYCDOE normally held music 
conferences and professional development workshops for teachers on the election days 
every November in accordance with the teachers’ contract.  During the music conference 
held on the November election day in 2004, the NYCDOE-OASP introduced The 
Blueprint to the music and visual arts educators.  All music teachers that attended the 
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professional development received a copy of the 2004 book version entitled, The 
Blueprint for Teaching and Learning in the Arts K–12. 
Southy music teachers Jaime Dean and Tim Henock were aware of The Blueprint.  
They became familiar with it through a professional development workshop.  In the first 
professional development workshop they attended in 2004, they received a copy of The 
Blueprint booklet for reference.  They later went to an in-depth professional development 
session for a discussion of how to implement it for instrumental music on a subsequent 
professional development day at a high school in the proximity of Southy.  Tim Henock 
stated: 
I am familiar with The Blueprint and I have a copy of it in my classroom.  I have 
it on my wall so that everyone, especially the students, can see all the standards.  
When I teach any music subject in my class, I try to follow it as best as I can.  I 
received a booklet when I went to the first professional development workshop.  
(STTH-I, 12/20/10) 
Most of the music personnel participating in this study became familiar with The 
Blueprint through the professional development workshops.  Like the Southy music 
teachers, Ted Stringer and John Wells of Northy attended the first professional 
development on The Blueprint in November 2004.  All the music teachers that attended 
the first professional workshop on The Blueprint in 2004 received a booklet explaining it.  
Yusef Farhan of Westy also attended the same professional development, and he received 
the booklet.  Yusef recalled: 
In 2004, I went to a professional development about The Blueprint; that was when 
it was being developed.  I have read it.  My impression of The Blueprint is, and 
this is what I heard from the director of music for NYCDOE when they devised 
and introduced it, that if you are a solid music teacher, you are doing these things 
already.  The Blueprint was something to show administrators what they need to 
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do to make art possible in the high schools, the junior high schools, and the 
elementary schools.  (WTFY-I, 01/10/11)   
The only participant who became aware through the website set up by the NYCDOE is 
Peter Allen, the supervisor of music at Southy.  He downloaded a pdf version of The 
Blueprint from the website.  
The Blueprint’s professional development. Many policies require those 
implementing them to be aware and “to acquire new technical knowledge and skills” 
(Klein & Knight, 2005, p. 244).  Professional development provides the avenue and 
opportunity for the acquisition of knowledge and skills necessary for implementing The 
Blueprint.  The department that handles professional development for music education 
and other arts is the NYCDOE Office of Arts and Special Projects (OASP).   
Before the introduction of Fair Student Funding, the NYCDOE-OASP routinely 
invited music educators in the New York City public schools to attend professional 
development workshops on election days in November every year.   Attendance at these 
events was free and mandatory for all arts teachers.  The NYCDOE funded these 
professional development workshops with Project Arts money (New York City 
Department of Education, n.d.-a).  After the discontinuance of Project Arts and the 
implementation of Fair Student Funding in 2007–2008 school year, the NYCDOE 
required schools to purchase professional development sessions for arts teachers.  The 
NYCDOE-OASP advertisement below shows that the practice of purchasing professional 
development workshops for arts teachers was still in existence as of 2013–2014 school 
year: 
  
126
The Office of Arts and Special Projects offers quality professional development 
workshops and other services at reasonable costs in dance, music, theater, visual 
arts and the moving image, throughout the school year. All New York City 
Department of Education public school teachers are welcome to attend 
professional development events administered by the Office of the Arts and 
Special Projects.  (New York City Department of Education, 2013)  
It is unclear how the practice of purchasing professional development workshops 
for arts teachers impacted the NYCDOE music educators’ attendance at professional 
development workshops.  Table 7 shows how often respondents attended the professional 
development workshops for The Blueprint based on their answer to question #3 of the 
initial questionnaire. 
Table 7:       
Respondents Attendance at The Blueprint’s PD Workshops. 
                        Supervisors            Teachers  
Attendance at PD Workshops          n     %    n     %  
Very often        0      0.0%    2       4.0% 
Sometimes           5    62.0%  44    80.0% 
None         3    38.0%    9     16.0%    
Total # of Respondents            8  100.0%  55  100.0%  
Neither of the music supervisors, Peter Allen of Southy and Anita Roy of Northy, 
had ever attended any professional development for The Blueprint.  They were unaware 
of any professional development workshop of The Blueprint for supervisors and 
administrators.  They also did not know about or familiar with The Manual; a document 
the NYCDOE published in 2010.   
Tim Henock had attended more professional developments for The Blueprint than 
anyone in the music department at Southy.  He remembered attending most of the 
professional development workshops offered for The Blueprint.  Specifically, he recalled 
attending the four most recent professional development workshops offered in a nearby 
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high school.   
Tim Henock did not enjoy the last sessions of the professional development 
workshops given on The Blueprint.  He had an adverse impression of the presentation 
given as to how music teachers should implement The Blueprint.  He felt that the 
developers of the professional development workshops were crossing the line between 
church and State by encouraging the teaching of religion in the classroom.  Tim Henock 
explained the aspect of the recent professional development workshop of The Blueprint 
he did not like.  
If I remember correctly, they did it on the piece of music from the show that I 
can’t remember on top of my head, but I remember that they took a piece that was 
religious in nature, like a prayer, and they taught it in five different classes. In 
fact, one of the professional development sessions made us change the word of 
the song so that we could write a prayer that we would say to it.  I felt it was 
highly inappropriate because some people either might not be of the same 
religion, or might have been nonreligious at all and probably do not like to 
organize religion.  I just felt the lesson wasn’t really appropriate for everybody in 
every situation in schools.  (STTH-I, 12/20/10)   
In spite of his dissatisfaction with the last one, Tim Henock believes that 
professional developments of The Blueprint are very important for music teachers in the 
New York City Public Schools.  In the past, he went to professional development 
sessions that included performance and discussion of jazz.  He liked such professional 
development workshops and found them valuable.  He described it:   
One in particular that I really liked was a Salsa class that was held at the Lincoln 
Center, and they taught everybody how to play different levels of Salsa rhythms 
on various music instruments including the clave, and they taught different styles 
of music followed by a performance at Lincoln Center.  (STTH-I, 12/20/10)     
Jamie Dean has been attending the professional development workshops since the 
inception of The Blueprint in 2004, but not as regularly as Henock because, as a dean of 
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students in the school, he was sometimes called away to handle security issues.  
Sometimes, he attended professional development workshop for the deans on school 
security instead.  In his case, the security concerns of the school overrode The Blueprint. 
The administration of his school ascertained that he received the materials, the 
books, the big maps, the emails, and different information related to The Blueprint when 
he was unable to attend.  This information enabled him to keep up with the current issues 
on The Blueprint, and he has been implementing it as much as he could.  Mr. Dean 
particularly enjoyed the most recent professional development workshop.  He explained: 
The last professional development workshop at a neighboring high school was 
really good because the facilitator was a master teacher, a gentle man who has a 
band program at the school.  He demonstrated amazing techniques of building 
chord capacity in a lesson.  He had visuals about intonation and how he goes into 
the intonation drills with his band.  He had a vast array of repertoire to build 
capacity with making music, concentrating on intonation, and having different 
band members to sight read, which is a part of the NYSSMA standards 
adjudication process.  So, going in front of a master teacher and watching live 
teachers, there is no better professional development than that.  I was very happy 
to attend that.  (STJD-I, 12/20/10) 
Ted Stringer had not attended any of the professional development workshops for 
The Blueprint in the last three years; however, he attended all the initial professional 
development workshops when the NYCDOE first introduced The Blueprint.  Because he 
did not attend the recent professional development workshops, he was not aware of the 
new changes in The Blueprint such as the new literature or the document that came out 
for music in 2008.   
During the times Ted Stringer attended the professional development about The 
Blueprint, he found out that he could relate to the content because he knew some of the 
materials discussed already.  However, the aspects of the professional development 
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workshops that helped him towards implementing The Blueprint standard in his 
classroom were strands such as Music Literacy, Making Connections, and the Career and 
Long Life Learning strands.  He explained how the strands helped him: 
The Blueprint stressed that if you are teaching a piece of instrumental music, for 
example, that you should also talk about the composers and the historical context 
of it.  It also pointed out the various opportunities for musicians in the music field 
besides just playing music instruments.  There are music companies that need 
accountants and agents, and managers.  I thought that was kind of helpful also.  
That was eye opening in a way.  (NTTS-I, 11/19/10) 
Another part of the professional development workshops of The Blueprint he 
liked and enjoyed was meeting music teachers with more experience and those with less 
experience.  Having informal rapport with them helped him in his teaching.  In some 
cases, he took some of other teachers’ telephone number but he never got around to 
calling them up.  He gained insight through “informal and interactive time” during the 
professional development session (Conway, 2008b, p. 13).  He explained, “for example, 
if some music teachers are teaching guitar class like I am, I will ask them certain things 
because it is always good to get a point of view and their ideas” (NTTS-I, 11/19/10). 
When the NYCDOE first introduced The Blueprint, John Wells attended the 
professional development workshops, but he eventually stopped attending.  He felt that 
the facilitators who ran the professional development workshops lacked the knowledge of 
what New York City music teachers needed to run their music classrooms.  He has 
therefore lost confidence in the ability of the NYCDOE to provide useful professional 
developments workshops.  He believed that the type of professional developments 
workshops offered for The Blueprint no longer met his needs or helped him as a music 
teacher.  John Wells emphasized: 
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New York City is different.  Everybody wants to come to New York City, period.  
The students are a little different.  It is a big system, and it is a little different.  
Sometimes they bring in people that have not taught in city schools, especially in 
New York City, to facilitate the professional developments.  How can one expect 
such facilitators to run professional developments that would help music teachers 
in the New York Public Schools when the facilitators are not familiar with the 
problems?  I will gladly go to any professional development that is going to help 
me specifically.  Giving professional development twice a year is not really going 
to help me.  For example, I need an intensive professional development about 
how to repair instruments, and stuff like that.  I need professional instrumentalists, 
professional sax players, or professional trumpet players, who are going to work 
with my students and take them to the next step after I take them up to the basic 
level.  They have to get their instruction from someone who is a specialist on a 
particular instrument instead of me going to a professional development where 
somebody is going to offer me unrelated information. I know that requires money, 
but that is what is necessary to get The Blueprint right.  (NTJW-I, 11/19/10) 
Donna Reese attended all the professional development workshops relating to The 
Blueprint until about two and a half years ago when personal problem prevented her from 
attending.  She attended the professional development workshops as an instructor and 
facilitator.  There was no professional development workshop for assistant principals of 
music whether certified in music or not.  However, there were arts liaisons meetings to 
which principals and assistant principals were invited. 
The arts liaisons meetings were intended to help people become familiar with The 
Blueprint and any other arts education initiatives.  Donna Reese attended all the arts 
liaisons meetings, but she has not been attending as many of the workshops because she 
had many demands on her time.  Donna Reese stated her opinion about the professional 
development workshop for administrators and supervisors: 
There are arts liaisons meetings, and principals and assistant principals are invited 
as well.  Those are intended to help people become familiar with The Blueprint 
and any other arts education initiatives. However one thing I will say is that a lot 
of times, I think the people who attend them are people who are interested in the 
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arts education to begin with, and the people who need them most are the ones that 
do not attend them because they feel that their time is valuable and some are not 
interested to begin with.  So if they are not interested they are not going to attend 
because it is not mandated for them to attend. The other thing I want to say, 
though, is that with the training for The Blueprint, there was a lot of training in the 
very beginning, but I don’t think there was enough training after the initial phase.  
So if you missed some of the beginning, I don’t know if there were enough 
opportunities, like in the next couple of years, to really feel well versed in The 
Blueprint.  Now, I have not been attending as many of the workshops because I 
have many demands on my time. To my knowledge, many of the workshops’ 
themes are not specifically with the intent of orienting new teachers or first timers 
with The Blueprint, and that is a concern.  (ESDR-I, 11/18/10) 
Since he started teaching at Easty, Alan Little attended two professional 
development workshops.  All he heard was that the principal wanted everyone to be in 
the building for the Easty's professional development workshops.  He was not aware that 
his school paid from the school budget in order for him to attend professional 
development workshops.  The previous principals and the current one said nothing to him 
about the budget for professional development.   Alan Little attended the professional 
development workshops after the NYCDOE developed the second printing of The 
Blueprint for music education.  He explained: 
My first two years of teaching here was 2006/2007 and 2007/2008.  We were 
invited to the professional development workshops that the NYCDOE held for 
music education.  After that our principal didn’t want us to leave the building 
anymore.  I remember the first one was involved in us learning about The 
Blueprint, what it was about, why we were developing it.  The second one was 
actually about teachers helping to develop The Blueprint.  Coming up with 
lessons that fit each strand and it was interesting to see groups of teachers that are 
coming from different backgrounds, teachers that just started their band programs, 
who were probably doing levels 1 and 2 NYSSMA pieces as opposed to other 
schools doing levels 5 and 6 NYSSMA pieces and seeing how different it was to 
incorporate them.  I don’t know if that has anything to do with why The Blueprint 
is at each grade level.  If I do great I hope I have something to accomplish there, 
but I believe it was two professional developments workshops that I attended.  
(ETAL-I, 11/18/10) 
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The aspect of the professional development sessions that Onica Rise really 
enjoyed was the grouping of music teachers.  The facilitators grouped music teachers 
who taught the same level and the same subjects together.  The facilitators made the 
music teachers work together on unit plans using The Blueprint standards.  Onica Rise 
described her experience: 
It was great to see how other teachers were using it.  We begin putting our 
thoughts together.  It gave me a great idea.  It made me aware of what my 
colleagues are doing in other schools in New York City.  The fact that they had us 
work with other teachers was really beneficial.  (ETOR-I, 11/18/10) 
Tim Rojas never attended any professional development workshop for assistant 
principals on how to supervise the implementation of The Blueprint, and he was not 
aware that any existed.  The only professional development session he remembered 
attending about The Blueprint was the one at which the trumpeter Jon Faddis performed 
at LaGuardia High School.  Malik Diva never attended any of the professional 
development workshops for The Blueprint besides spending a considerable amount of 
time with his supervisor learning about The Blueprint.  Since the first meeting when the 
NYCDOE first introduced The Blueprint, Yusef Farhan has not attended any more 
professional development workshop.  He attended various professional development 
sessions that day, and he liked the way the facilitators organized the materials for The 
Blueprint, he pointed out: 
I was impressed with how well organized the concepts were.  It really laid out 
what should be done to create a band class and vocal class and the material 
necessary.  It was really well researched.  That was what impressed me most 
about it.  (WTYF-I, 01/10/11) 
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Beliefs about, knowledge of, and understanding of The Blueprint.  It is one 
thing to be aware of The Blueprint, but it is quite another to possess knowledge and an 
understanding of it.  All participants in this study demonstrated that they were aware of 
the policy through their various methods of discovery.  The awareness of The Blueprint is 
the first step towards familiarity.  Training received from professional development 
sessions or from reading the literature about The Blueprint provided participants with 
another level of familiarity because it prepared them further for its implementation.   
Knowledge and understanding tend to lead to an informed opinion, impression, 
and belief.  The extent of participants’ knowledge and understanding of The Blueprint in 
each school shaped their opinions, impressions, and beliefs about The Blueprint.  In some 
schools, the knowledge and understanding led to a mixed belief and negative attitude 
towards it.  In others, the knowledge and understanding resulted in the belief in, and 
supportive attitude towards it.  
Southy is an example of a high school where there was a mixed level of 
knowledge and understanding of The Blueprint.  For example, the extent of Peter Allen’s 
musical training was as a high school student at Southy.  His secondary school music 
performance experience and study provided him with knowledge and understanding of 
some aspects of the document.   
He never attended professional development workshop on The Blueprint, and he 
was not familiar with the National or the New York State Music Education standards.  He 
was, therefore, unable to make an informed comparison of the standards to form an 
opinion about the specificity of The Blueprint in the same manner as music educators 
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from Easty.  However, he believed that the creation of the standards was good, and he 
thought that music teachers should implement them. 
Tim Henock received training through several professional development 
workshops that the principal of Southy allowed him to attend.   His knowledge and 
understanding of The Blueprint enabled him to make the connection between the 
document and the arts in New York City.  His professional development training made it 
possible for him to see the connection between the NYCDOE standards and other arts 
standards.  Tim Henock explained: 
My belief and my understanding of The Blueprint is that it is linked to the other 
standards for the Arts.  I think that they generally follow a trend in music.  I also 
believe that The Blueprint follows the standards of arts of New York City.  What I 
like about it is that it allows a multifaceted approach to teaching music in which 
literacy is accommodated. It is kind of tied across all subject area and it steers 
students towards making connections to the learning in other subjects.  (STTH-I, 
12/20/10) 
When the NYCDOE first introduced the document, Jamie Dean found it difficult 
to understand.   Further exposure to it clarified the challenging aspects of the standards 
for him.  An in-depth professional development session on how instrumental music 
teachers should implement it enabled him to obtain more knowledge and understanding.  
Jamie Dean recalled: 
The Blueprint is kind of overwhelming when you first look at it, but when they 
started dividing it into five parts and I started talking with colleagues and a lot of 
good facilitators at the professional development, they explained the individual 
parts better and they described how we can implement it more in the classroom.  
(STJD-I, 12/20/10) 
The in-depth professional development training provided Jamie Dean with the 
opportunity to see the advantages of The Blueprint to music teachers in the New York 
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City public high schools.  Such advantages included its use for building capacity in music 
lessons.  Furthermore, he believed that the document is an affirmation of music value and 
that it is an excellent reference for music teachers in the New York City public high 
schools.  Jamie Dean surmised: 
Now we can look and say, this is what I did today.  I made a connection.  I made a 
connection in teaching my kids to memorize the scale.  I taught my kids that 
memorization is good.  It is good to memorize poetry, it is good to memorize 
songs, and it is good to memorize lyrics.  That builds your front a little bit.  It is 
all good left brain stuff to do.  So, looking at The Blueprint just shows that what 
we are doing has value, and our students are getting value from it.  (STJD-I, 
12/20/10) 
The general belief at Southy was that The Blueprint should exist in New York 
City public high schools.  Despite the mixed level of knowledge and understanding, there 
was a supportive attitude towards it.  All the music personnel at Southy believed that 
music educators should implement The Blueprint. 
Northy was an example of a New York City Public High School where the 
knowledge and understanding led to a mixed belief and negative attitude towards The 
Blueprint.  The only participant at Northy, who was not familiar with the NYCDOE 
standards because she never attended a professional development workshop was Anita 
Roy, although she was aware of it.  Unlike their supervisor, Ted Stringer and John Wells 
were familiar with it.   
Both music teachers attended several professional development workshops that 
provided them with knowledge and understanding about The Blueprint.  Ted Stringer 
believed in The Blueprint, and he agreed with what it stands for.  However, he felt that it 
was ironic that the NYCDOE was encouraging teachers to implement the standards while 
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cutting music classes at the same time.  Like Jamie Dean of Southy, he believed that The 
Blueprint added credibility to what he had been teaching his students, and it served as a 
confirmation that he had been doing the right thing all along. 
The training John Wells received about it seemed to have left him with a belief 
that made him critical of The Blueprint.  He saw it as a name the NYCDOE gave to one 
of its ideologies.  To him, the policy was the same thing it had been for the last ten years; 
another of the NYCDOE innovation that does not work.  The Blueprint does not work 
because the NYCDOE never followed through with it on a consistent basis.  John Wells 
stated: 
According to The Blueprint, music teachers are expected to teach certain things in 
elementary school.  Music is like math, so they have to follow some steps.  
Students learn how to add, how to subtract, how to multiply, and then how to 
divide.  Usually, when students get to certain grade they should know how to do 
all of those things because they have become accustomed to them.  Music is the 
same way, although, many people do not see it that way.  If students are not 
accustomed to multiplication, how are they going to divide?  They are not going 
to do it.  For whatever reason, in music specifically, I have seen Junior High 
Schools that do not have music classes.  So, how can I expect Junior High School 
students to know who Mozart was when they get to high school if they never 
learned it in Junior high school?  That is a big problem.  How can I expect them to 
listen and understand and analyze according to The Blueprint when they reach 
high school if they were never prepared with it for Junior High School?  They 
should be able to do some of those things, but if students never listened to a 
particular music genre, or never taught how to listen, or play an instrument, or 
read music by the time they get to high school, they are never going to do it.  In a 
sense, I have to go back if I use The Blueprint and start from what it says I should 
do in kindergarten.  The conflict is that I am not dealing with kindergarten 
mentality.  I am dealing with the mentality of high school’s young adults, and 
high school students do not want to be treated like babies.  So, I have to adjust, 
and it is a major problem, it is not just one school, or one feeder system.  It is like 
that all over New York City.  I am fortunate to be in this high school where some 
of the kids come in at a level where they are well prepared and ready to get to the 
next point.  To me, the flaw of The Blueprint is that, on the paper it looks good, 
but in practice, that is, doing what is required to make it work in the system, it 
does not work.  (NTJW-I, 11/19/10) 
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At Easty High School, her acquisition of extensive knowledge and understanding 
of standards, strengthened Donna Reese’ belief in The Blueprint.  Her insight enabled her 
to compare it with other music education standards such as the National music education 
standards and the New York State music standards.  Both standards were available when 
she began her teaching career at Easty.   
Donna Reese realized that The Blueprint is a real and specific benchmark for 
music educators in the New York City Public School System.  Like the creators of the 
policy, Donna Reese shared the belief that the New York State music standards were not 
very specific.  Because of her belief in The Blueprint, she developed an interest in serving 
on its committee.  Donna Reese explained: 
I just did not feel it is enough to just have three or four things that are very general 
as in the New York State standards.  So, I feel The Blueprint is a step in the right 
direction.  I also like the fact that it is unique to New York City and I have always 
believed that New York City is the cultural capital of the world.  Yet our students 
are so arts deprived, it is ridiculous.  There are student in all the surrounding 
areas, in Long Island, in upstate New York, that have greater access to the arts 
and particularly arts education than our own students.  Our students should be the 
kings and queens of the arts, because they are right here in New York City.   So, I 
believe in the tie in between having the community and the cultural resources 
including all of the major art institutions of New York City in terms of The 
Blueprint.  To me, having it and shortly afterward, the Comprehensive Exit 
Examination in music, is really an important step for us because from an arts 
advocacy standpoint, we can be seen as equals and on par with the standards that 
have equivalent difficulty for our students.  I think it is very important that people 
think of us as main or core subject areas.  Without having a document that 
describes what we are striving for to people who do not know the arts, we have no 
leg to stand on in terms of trying to make a case for music education in our 
schools and making a case for what we need in the classroom.  It is very 
important that we have a document that can spell that out for a lot of the policy 
holders, policy makers, and other stake holders that make decisions about what 
we do every day with our students in the arts.  (ESDR-I, 11/18/10)  
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Like his supervisor, after Alan Little received training of The Blueprint through 
the professional development workshops, his knowledge and understanding began to 
shape his belief and the way he saw it.  By comparing it with the New York State music 
education standards and the National Standards for music education, he was able to see 
the similarities and differences between the standards.  His deeper understanding of the 
policy enabled him to see that it was laid out in a clearer and very descriptive way than 
the other music education standards.  Alan Little identified what he liked: 
One thing I like about The Blueprint is that there weren’t just nine standards listed 
there.  Each portion gave a description of how it can be used in the classroom 
from the kindergarten up to the top grades in instrumental classrooms as well as in 
rehearsal settings.  So, I believe that any music teacher could have picked it up 
and understood what is expected from it in his or her classrooms and in any 
particular settings, which is something I like that is just not included in the 
National and the State standards.  (ETAL-I, 11/18/10) 
The general belief at Easty was that music educators in New York City Public 
Schools should implement The Blueprint.  No one carried this view more than Alan 
Little.  Based on his knowledge and understanding, he believed that it is essential to the 
music educators in New York City public schools to know and understand The Blueprint.  
His experience revealed that some band directors do not teach students in such a way as 
to allow students to experience music by making connections to other musical areas, 
subject areas, and other spheres of life.  Alan Little stressed what he perceived to be 
important: 
I’ve seen teachers teach music and that is it, “here is a piece, we are going to 
rehearse it,” and that is it.  They don’t allow students to experience improvisation 
or composition in any way, which is one of the many parts of The Blueprint 
standards.  Also, history is very important, and not just only music history, but 
when the music was written, and what was going on in the world.  Maybe World 
War II had a big impact on the piece.  I think a lot of teachers miss important 
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aspect like that, and that is very important to teach in the class as well as to just 
rehearse.  So, I believe that whether it is national or smaller citywide standards, 
there should be something that guides music teachers, and The Blueprint lays out 
what expectations there are.  (ETAL-I, 11/18/10)  
In fact, making connections is one of the strands on which The Blueprint laid 
emphasis.  It was specifically suggested that those implementing it should do so through 
the “Wraparound” (NYCDOE, 2008, p. 15).  The wraparound allowed for the 
comprehensive teaching and learning of music. 
The belief held at Westy was that the purpose of The Blueprint is to validate the 
music curriculum in New York City Public Schools.  That conviction centered on the 
view that the NYCDOE designed it to show policy makers, stakeholders and education 
administrators what they need to do to make the arts possible in the New York City 
Public School System.  Tim Rojas held this view, and he explained:  
My understanding, believe, and my general impression is that The Blueprint was 
designed to lend validity to music curriculum.  The Blueprint is not exclusive.  I 
am familiar with other music education standards such as the National music 
standards, and the New York State standards.  However, I believe that The 
Blueprint is a good idea.  (WSTR-I, 01/10/11) 
The NYCDOE specifically stated in the document that “instead of an exclusive 
ideology, an inclusive plan allows arts teachers to select the approaches and content that 
works best for them” (New York City Department of Education, 2004, p. 1).  Some 
music educators understood this to mean that they had a choice and that they did not have 
to abandon their teaching method to accommodate The Blueprint.  Yusef Farhan, who 
shared his supervisor’s view, was an example of such music educators.  Yusef expressed 
his opinion: 
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Quite frankly, The Blueprint is really a standard to hold administrators 
accountable for doing more than just creating music classes.  They have to give 
the resources necessary for teachers to make The Blueprint come through.  I think 
The Blueprint is a solid framework, and it is important that it exists.  For 
experienced and successful teachers, these are things we already do.  My 
understanding is that I continue to teach music as I see and as I thought that it 
should be taught.  So, I am happy it exists, but it hasn’t really had so great an 
influence over how I teach.  How I teach is being developed over 20 years.  
(WTYF-I, 01/10/11) 
How do New York City Public High Schools implement the Blueprint for Teaching 
and Learning in Music through their music offerings? 
Implementation of a good curriculum is the catalyst for what educators should 
teach, when they should teach it, and what they should assess (Hansen, 2002).  It is also 
the basis for successful school reform measures.  If a policy such as The Blueprint is to be 
successful, music educators must implement it consistently, skillfully, and carefully 
(Klein & Knight, 2005).   
In the questionnaires I sent out to screen respondents for participation in the case 
study at the initial stage of the research, I asked them about the extent to which they 
implemented The Blueprint.  The music teachers that participated in this study indicated 
in their response to the question that their schools implemented The Blueprint fully or 
partially.  Most of the participants reported that they implemented it partially.  Table 8 
shows the respondents’ answers to the question about implementation. 
Table 8       
Extent of Respondents’ Implementation of The Blueprint 
Extent of Implementation n  %  
Full Implementation 3 5% 
Partial Implementation 40 73% 
No Implementation 12 22%  
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Students would have to take all music courses a school offers to encounter 
instruction across all of the standards (Conway, 2008a).  If Conway’s assertion is 
accurate, it is equally impossible to see all strands of The Blueprint in one observation of 
the implementation.  Alan Little explained:   
When I hear about implementing it on daily basis, I think maybe I do not touch on 
the history of the piece every day, or the composer every day, but I touch on each 
of those things and parts of it within each piece that I rehearse and in the course of 
music theory, I guess it is much easier to go through.  On each rehearsal, I do not 
think that it is possible to touch on every aspect every day, but definitely with 
each piece, every aspect must be touched on.  (ETAL-I, 2010) 
I approached this section by first exploring the climate/instructional environment 
within which implementation took place in the participating high schools.  Climate or 
instructional environment, after all, is a “significant predictor” of the extent to which 
employees use a policy (Klein & Knight, 2005, p. 245).  I then focused on how the 
participants implemented the five strands of learning in The Blueprint for music: Music 
Making, Music Literacy, Making Connections, Community and Cultural Resources, and 
Careers and Lifelong Learning.   
I also discussed the implementation based on the “General Hallmarks of Good 
Arts Pedagogy” adapted from The Manual (New York City Department of Education, 
2010, p. 43).  General Hallmarks of Good Arts Pedagogy consists of a list that the 
NYCDOE prescribed for school leaders to use in evaluating the instructional practices of 
those implementing The Blueprint.  The observations discussed here are those reflecting 
each strand, each topic, and the participants who implemented the particular aspect of 
The Blueprint. 
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Climate, instructional environment, and materials. The manner in which the 
New York City Public High Schools implemented The Blueprint through their music 
offerings depended on a number of factors that included the climate in which the 
implementation took place.  The effectiveness of implementation is contingent on an 
organization's “strong climate” for the implementation (Klein & Sorra, 1996, p. 1077).  
These climatic factors included the provision of space where implementation is possible, 
an environment that is conducive to teaching and learning of the subject matter, and other 
resources such as the materials.   
Table 9: 
Adequacy of Music Classrooms Used by Participating Schools in 2010–2011. 
              Classrooms used for Music Instruction      Classrooms Adequately Equipped   
Music Discipline          Southy  Northy  Easty  Westy              Southy  Northy  Easty Westy    
General Music 1 3 3 3 1 1 3 1 
Music Instrumental 2 1 2 1 2 1 1 1  
Music Vocal 0 1 2 1 0 1 2 1  
Music Recording Studio 0 0 1 0 0 0 1   
Music Technology Lab 1 0 1 0 1 0 1  
In the course of this study, all the teachers interviewed and observed were 
satisfied with the instructional environment and the materials provided for them.  All the 
participants reported that they were quite comfortable with space the NYCDOE provided 
for them even in cases where the NYCDOE reported space inadequacy in the Annual Art 
Education Report.  Table 9 is an illustration of classrooms used for music in participating 
schools as the NYCDOE reported for the 2010/2011 academic year. 
Tim Henock’s classroom at Southy is large enough for more than 34 students, 
which is the number enrolled for the course.  As reported in the school’s accountability 
report, the NYCDOE considered this as an adequate space for the subject being taught.  
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There were 34 electric pianos (Keyboards) with earphones for all the students in the 
class.  Twenty-eight students were present in the class during observation, and none of 
the students complained about equipment malfunction.  
Although there were many music stands in the classroom, one was already 
attached to each keyboard, and students placed the music handout on their individual 
stands upon entering the class.  During the interview, Tim Henock stated that the Southy 
administration provided him with adequate materials for his piano class unlike at other 
public high schools in New York City.  Teachers had to transport piano from one room to 
another in some schools.  Tim Henock confirmed: 
I do not have to carry the keyboard from one room to another as one of the other 
teachers I met during the professional development workshop indicated.  Some of 
the other teachers indicated that they only have twelve pianos and students had to 
share them half an octave each.  Each of my students has a piano, and my piano 
class meets every day as opposed to meeting once or twice a week.  So, I feel like 
I have nothing to complain about when I come to my job.  They’ve given me 
enough materials for my piano classes.  (STTH-I, 12/20/10)   
Students went straight to their assigned seats upon entering the class.  The class was 
quiet, and the teacher engaged all the students in piano playing. 
Jamie Dean’s computer music/music theory classroom was on the second floor in 
the west wing of the building.  It was large enough for 50 students although 26 students 
were present.  The classroom had 50 desktop computers arranged in rows with keyboard, 
mouse, monitor, and earphones attached to each computer.  Jamie Dean observed 
students’ computer activities through a workstation installed in front of the class by the 
teacher’s desk.  In addition to all the materials, there was a big screen where teacher 
projected students’ work. 
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Upon entering Ted Stringer’s chorus/vocal music classroom at Northy, one is 
faced with a large space that is big enough and adequate for a vocal ensemble of about 70 
students.  The enrollment for the class was 50; 45 students were present at the time I 
observed the class.  The classroom appeared to have been designed specifically for choral 
ensemble with permanent, built-in, four-level risers.  The students’ chairs, which were 
built with attached writing arms, were arranged on each riser in the classroom.  In the 
middle of the room facing the students’ chairs was a grand piano, and on its left in the 
corner of the room was a baby grand piano.  Both pianos were in working order.   
Located on the right-hand side of the grand piano was a mini vocal music library 
consisting of a wall cabinet with shelves.  On the shelves were several neatly arranged 
sheet music.  Various academic and music posters decorated the four walls of the 
classroom.  The Annual Arts Education Report for 2010–2011 school year indicated that 
the classroom had appropriate materials for the subject being taught as prescribed by The 
Blueprint.   
John Wells’ class was large enough for big a band.  There were adequate chairs 
for all his students to sit, or they could stand depending on the type of instrument they 
played.  The design of the classroom was specifically for instrumental ensemble.  There 
were permanent risers and filled with music stands, and on the left-hand side front of the 
room was a door leading to the instrument closet.   
On the right-hand side of the room, close to the teacher’s desk, was a grand piano, 
and beside it was the drum set. A cabinet that consisted several shelves of sheet music 
leaned against the wall behind the piano.  New xylophones, marimbas, glockenspiel, and 
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timpani were arranged neatly at the back of the class. 
Implementation of the making music strand. Tim Henock taught a beginners’ 
piano class, and because it was a performance class, it included opportunities for hands-
on and interactive learning, self-expression, and reflection whereby he provided students 
with a complete music-making experience.  During this classroom observation, Mr. 
Henock synthesized music elements, notation, and performance practice by instructing 
students to perform the C major scale.  Although, there was no instruction on 
improvisation or composition, Mr. Henock integrated instrumental technique, artistry, 
and performance practice through dissemination of keyboard technique.  Students learned 
how to play with the right hand alone, and then with the left hand alone, and he instructed 
students to play with both hands as they read the music from the handout.  Students 
complied. 
Ted Stringer’s chorus class provided an example of a complete music-making 
experience that included opportunities for hands-on and interactive learning, self-
expression, and reflection.  He synthesized music elements, notation, and performance 
practice by instructing students to engage in sight singing.  As he taught students about 
the vocal technique appropriate for the song, “Walk Together,” he led and encouraged 
students to synthesize text reading with music note reading as they sang.   
He created and critiqued vocal ensemble music-making procedures and behaviors 
by stopping students when they sang to his dissatisfaction.  He pointed out areas that 
required improvement and then asked students to sing it again.  He modeled himself for 
students by singing the difficult aspects and then asked students to repeat the song after 
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him several times until they sang it correctly.   
John Wells taught a large advanced band class at Northy.  As a performance class, 
opportunities existed for hands-on, and interactive learning, self-expression, and 
reflection and he provided students with a complete music-making experience.  When I 
observed the class, John Wells synthesized music elements, notation, and performance 
practice in his instruction.  He asked students to warm-up by playing a pre-composed 
etude on their various instruments.  He instructed students to engage in dual-task by 
reading notes as they played the warm up etude.   
John Wells integrated instrumental technique, artistry, and performance practice 
through group performance by asking students to play the piece, “Summer of ’69,” and 
“Fantasia” from sheet music.  On each piece, he encouraged students to repeat the phrase 
several times, and he drilled each instrumental group until it became comfortable for the 
students to play each part.  As students played the pieces, he stopped them occasionally 
to critique the performance constructively in order to ensure that they accomplished the 
goal of playing the piece correctly. 
Onica Rise taught an intermediate band class at Easty; a performance class.  The 
course included opportunities for hands-on and interactive learning, self-expression, and 
reflection whereby she provided students with a complete music-making experience.  
During this classroom observation, she synthesized music elements, notation, and 
performance practice by instructing students to perform the B flat major scale on their 
various instruments as a warm-up.  Although she gave no instruction on improvisation or 
composition, Onica Rise integrated instrumental technique, artistry, and performance 
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practice through group performance by asking students to play the piece, “Shrek 2” from 
sheet music.  She drilled each instrumental group by encouraging them to play each 
phrase several times until it became comfortable for the students, and she critiqued them 
in a constructive manner when they failed to accomplish the goal. 
Alan Little’s Rhythmic class at Easty provided an example of a complete music-
making experience that included opportunities for hands-on and interactive learning, self-
expression, and reflection, but without any instrument.  The course was not a music 
appreciation class but a beginner’s percussion class, and I expected to see students 
playing percussion instruments or rhythmic pads.  However, Alan Little chose to explore 
the world of rhythm with his students through clapping and body movement.  He 
synthesized music elements, notation, and performance practice by instructing students to 
engage in sight singing of note values.  As he taught students about the rhythmic 
technique appropriate for the activities in the handout, he led and encouraged students to 
coordinate music note reading with body movement.    
He encouraged all students to pronounce syllables in rhythmic manner.  He 
divided students into groups and each group played an assigned rhythmic phrase several 
times, and he critiqued them in a constructive way.  In the previous class, he had asked 
students to compose their rhythm as homework.  He invited those who completed the 
assignment to perform their work by clapping. 
He created and critiqued rhythmic ensemble music-making procedures and 
behaviors by asking students to stop when they clapped to his dissatisfaction.  He stressed 
areas that required improvement and then asked students to clap the rhythm again.  He 
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clapped the difficult aspects—providing himself as an exemplar for students—and then 
asked students to repeat the beat after him several times until they clapped it correctly.   
Yusef Farhan’s students read music notes as they played, and they synthesized the 
reading of music note with playing their instruments.  All students engaged in a warm up 
by practicing and playing the blues scale over chord changes.  He instructed students to 
play the piece, “Swinging the Blues” from sheet music as he conducted the performance 
of the piece.   
Farhan asked students to integrate appropriate jazz and blues performance 
technique, and he encouraged students to improvise over the chord changes.   
He asked students to critique each other’s solo, and he offered them constructive advice 
on how to improve their improvisation technique.  Students could read and write music 
and they were able to compose their own music. 
In his mixed chorus class, Malik Diva instructed students to synthesize lyric with 
music note while singing.  He began instruction by conducting students through a series 
of breathing techniques.  He then engaged students in warmups using various vocal 
exercises in the classroom.  He drilled students on singing of vowels with various 
consonants until he was satisfied that they sang in tune.   
Diva informed students that they would be learning the classical vocal technique.  
He instructed students on how to sing Wolfgang Amadeus Mozart’s “Alleluia” from 
“Exsultate Jubilate K. 165” as he led and accompanied them on the piano.  Students only 
sang in this class, and there was neither improvisation nor composition.  The teacher 
critiqued students’ singing.  He stopped them when they made mistakes, and he 
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encouraged them to repeat the part until he was satisfied. 
Implementation of the music literacy strand. Students in Tim Henock’s class 
learned how to use and understand the language of music through reading, analysis, and 
evaluation of music notation so that they could obtain a complete education in music.  
They used music elements, notation, and vocabulary to attain literacy.  Tim Henock 
instructed students to read the scale from a music handout thereby developing basic 
reading skills of piano music.  
Jamie Dean taught his students how to use and understand the language of music 
through notation, music technology, analysis, and evaluation.  He accomplished this 
through computer music.  Using computer and music software to learn reading and 
writing music enabled students to recognize and read basic music notes.  Jamie Dean 
used music elements, notation, and vocabulary to attain literacy thereby disseminating 
complete education in music.  He instructed students to be eager to learn and to use a 
computer to learn music notes, compose and produce music.   
In his quest to ensure that students use music elements, notation, and vocabulary 
to attain literacy in vocal music, Ted Stringer instructed students to read music score 
correctly.  He informed students that in order to read vocal music accurately, students 
needed to be familiar with and pay attention to music symbols indicated in the score such 
as fermata, fortissimo, and pianissimo.  It was obvious that students were already familiar 
with the terms, but he informed them that paying attention to such symbols ensures 
accurate interpretation, giving the song a feel that the composer desires.  He explained to 
students that by listening to themselves and others sing and by analyzing and evaluating a 
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piece of music before performing it, they would develop expertise.  They would also be 
able to use and understand the language of music, as well as obtaining a complete 
education in music. 
John Wells was persistent in ascertaining that his students read music score 
properly in his quest to ensure that students use music elements, notation, and vocabulary 
to attain literacy in instrumental music.  After the students had warmed up on their 
instruments, he engaged the class in music analysis.  Students discussed the key, form, 
harmony, melody and phrases.  Wells encouraged students to use tempo terms such as 
adagio, allegro, and presto in addition to numerical metronome markings as students read 
music notes from sheet music.  To ensure that his students become literate musician, he 
made reference to a variety of music genres and styles such as African music, jazz, Latin 
jazz, classical, and oriental music styles. 
Yusef Farhan used music elements, notation, vocabulary, and analysis to attain 
literacy.  He accomplished this by going through the analysis of the piece, “Swinging the 
Blues.”  He discussed the melody first and then the harmony.  He analyzed the harmony 
chord by chord, and he encouraged students to focus on both the horizontal and vertical 
part of a piece during improvisation.  He explained the similarity and the difference 
between a minor scale and the blues scale to students, and students read music notes from 
sheet music. 
Implementation of the making connections strand.  There was no evidence of 
this strand in the classrooms I observed except the two classrooms at Easty.  In her 
intermediate band class, Onica Rise discussed the role of music in film briefly as she 
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informed her students that there is a connection between music and film and that music is 
used to enhance the film.  Alan Little also briefly discussed the importance of music to 
dance in his percussion/rhythm class.  He told students that the connection between music 
and dance is that they go hand in hand, and he emphasized that music generates the 
rhythm that makes people want to dance.  Both music teachers explained to their students 
that like music, dance and film are art forms. 
Implementation of the career and lifelong learning strand. The information 
Ted Stringer acquired from the professional development led him to seek a complete 
musical education that would potentially result in a lifelong relationship in professional, 
avocational, or consumer-related music involvement for his students.  As his students 
learned vocal skill and singing, he explained to them that if they developed vocal 
expertise, they could become classical, jazz or popular singers.  The eye-opening aspect 
of the professional development workshops led him to instruct his students about the 
various opportunities available for musicians in the music field beside singing.  Students 
may find such opportunities in music companies in need of accountants, agents, and 
managers.  
There was less focus and information on the Making Connections strand and the 
Career and Lifelong Learning strand in this study because of the classrooms and the 
nature of subjects I observed.  Participants in this study paid more attention to strands that 
appeared to be more compatible with the subject they were teaching.  For students to 
encounter instruction across all of The Blueprint strands would require that they took 
every music course offered at the school (Conway, 2008a).  Also, a study that is likely to 
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reveal detailed information about all the strands would require more extensive classroom 
observations than those undertaken in this study. 
General hallmarks of good arts pedagogy. Strong instructional practices are 
essential parts of The Blueprint, which was why the NYCDOE claimed that those 
implementing The Blueprint are highly qualified teachers.  Classroom music instruction 
may be judged as successful only if it contains “a variety of components which should be 
evident during the observation process” (New York City Department of Education, 2010, 
p. 47).  In my classroom observation of the music teachers, none of the music teachers 
who participated in this study exhibited anything less than high instructional practice. 
In Tim Henock’s class, students knew what to do as they entered the classroom.  
They followed a classroom routine, and they maintained an environment of mutual 
respect among each other.  Class was quiet, students were attentive, and students 
respected themselves and the teacher.  Tim Henock divided the piano instruction into 
various parts as an effective way of making use of instructional time.  He separated 
instruction into playing with the right hand, playing with the left hand, and then 
combining both hands.  
Tim Henock actively engaged all students in learning how to play the piano, and 
they were quiet and focused.  He walked around the classroom checking individual 
students’ fingering on the piano in his effort to address individual learner’s needs, and he 
asked students to play individually.  He gave students handouts that outlined the tasks on 
which he expected them to work.  He responded promptly to students’ questions, for 
example, when a new student did not know how to turn on the keyboard, Tim Henock 
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gave him a quick orientation.   
In preparing students to understand, explain what they were learning, and know 
the criteria for success, Tim Henock asked students questions such as, “Why do we 
perform five-finger exercise?”  Many students raised their hands, and the student he 
chose responded, and stated that they do so with dexterity in fingering.  He instructed 
students to remove their earphones and play the scale together as a summary of 
instruction and conclusion. 
Jamie Dean’s class was quiet, and pupils were attentive.  He had taught his 
students classroom routine.  They knew what to do as they entered the class.  Jamie Dean 
used instructional time by dividing instruction into separate parts with time allotted to 
student working independently and the assessment time in which teacher asked students 
to demonstrate their skills.  He engaged all students in learning by ensuring that they 
were actively working on their computers.  He walked around the classroom addressing 
individual learner’s needs to ensure that each student focused on the assigned task.   
He gave an orientation to students who were not proficient in using the computer.  
The training from the professional development sessions had helped Jamie Dean in 
implementing The Blueprint in his classroom.  The implementation of strands such as 
“Making Music” and “Music Literacy” were superb to him, but he found some parts of 
The Blueprint challenging to implement.  Jamie Dean explained his challenges:  
The Community and Cultural Resources and Careers and lifelong Learning, to 
me, are challenging in this school especially, because we are a school in transition 
right now, and we don’t really know how long we are going to be here if we are 
on the list of schools to be closed or transformed.  So, outreach is a little bit hard, 
getting in touch with parents is a little bit difficult because everybody is mainly 
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concerned about the welfare of the school as a whole as opposed to what is going 
on curriculum-wise in the music department at this time.  (STJD-I, 12/20/10) 
As students walk into Ted Stringer’s classroom, they went straight to the cabinet 
and took music scores from the shelf without him uttering a word.  The class was noisy at 
the beginning with students talking to each other as they tried to settle down into their 
assigned seats.  A loud chord sound from the piano by Ted Stringer got their attention, 
and it indicated to them that it was time for work. They stood and warmed up by 
engaging in a sequential chromatic vocal exercise that Ted Stringer led through piano 
accompaniment.   
Stringer divided the lesson into various parts.  He separated instructional time into 
vocal exercise, discussion of the song, “Walk Together,” singing of the song a cappella, 
and singing with accompaniment.  He also broke singing into voice groups such as 
soprano, alto, tenor, and Baritone.   
To ensure that each student was on task, Stringer walked around the class, and he 
called on individual students and asked them to sing alone.  He engaged all students by 
encouraging them to participate in singing.  Establishment of productive routines was 
apparent, and the environment of mutual respect among students, and between Stringer 
and students were evident.  All these show a climate for quality teaching and learning in 
his class.  
When students entered John Wells’s classroom, they demonstrated that he had 
taught them classroom routine.  They went peacefully to pick up their instruments from 
the closet, and they returned them at the end of instruction.  Students also went directly to 
the cabinet and took music scores from the shelf.  Throughout instruction, all students 
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were engaged in playing their instruments, except two students who were writing because 
they forgot to bring their mouthpieces.  Students remained silent and attentive when he 
spoke, and they responded to his gestures as he conducted.  
Wells divided instruction into segments.  He began with a warm-up with students 
playing B-flat major scale that he composed straight, in third, and in arpeggios.  He then 
discussed the pieces, “Summer of ’69,” and “Fantasia,” he then rehearsed each 
instrumental group, then the entire class, and finally, he summarized the instruction.   
Wells assigned parts to individuals and each group in the class, and he called on 
individual students as well as groups to perform.  He responded to students’ question 
about how to play triple tonguing by telling students to use the syllable, “TKT.”  The 
teacher asked students such questions as, “What is double and triple tonguing?  Why do 
we come to concert band class?  What do we need to warm-up every day?” to ensure that 
they understood and could explain what they learned as well as the criteria for success. 
Alan Little ascertained that students were familiar with classroom routine and that 
they fully understood his directions.  He engaged all students in the warm-up exercise at 
the beginning of the class.  They clapped rhythm from the handout he gave them.  He 
made effective use of time by breaking instruction into segments.  He began with a 
warm-up, then the discussion of students’ composition on rhythm, drill of teacher’s 
rhythmic phrases, rehearsal of the entire class, and the summary of instruction.   
All students engaged in clapping, and they moved their bodies when instructed.  
Alan Little addressed individual learner’s needs by calling on students one by one to 
perform the rhythm they composed.  In addition, he assigned rhythmic tasks to 
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individuals and each group in the class.  He responded to student’s questions, and he 
commented on students’ compositions.  Students respected him, and they respected each 
other as evidenced by the silence in the class during instruction and students attentiveness 
when individual students performed their pieces. 
At Easty, Alan Little asked students questions to enable them to articulate what 
they were learning and to understand the criteria for success.  He allowed them to answer 
questions about note values and rests and their role in rhythmic compositions.  He 
prepared students to demonstrate learning by clapping rhythmic phrases, saying syllables 
rhythmically, and by composing.  He presented students with choices and creative 
problem-solving tasks that nurture imagination and innovation by encouraging students to 
write their own percussion rhythm using a variety of note values. 
Onica Rice’s students at Easty were familiar with classroom routine because as 
they entered, they went and took their instruments from the closet and warmed up before 
she addressed them.  Although the class was noisy at the beginning as students warmed 
up on their instruments, silence was maintained when she raised her hands—an indication 
for students to stop playing.  The class was quiet, and pupils were attentive.  She then 
engaged all students in a warm-up exercise by asking them to play a B-flat major scale.  
She divided instructional time into segments, beginning with a warm-up.  She then 
discussed Shrek 2 and its connection to music, drilled students to perform the phrases, 
rehearsed each instrumental group, rehearsed the entire class, and then summarized the 
instruction.  
Rice engaged all students in playing their assigned instruments.  She assigned 
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tasks to individuals and each group and she called on individual students as well as the 
entire class to perform.  She responded to pupils in a meaningful and timely fashion by 
focusing on the manner students played the accidentals in the music.   
Rice asked students to explain meter and key signature for the piece and students 
complied.  Students knew that hard work, and the daily practice were the criteria for 
success.  She instructed students to demonstrate learning by playing phrases from “Shrek 
2” on their instruments.  They understood her gestures as she conducted their 
performance.  Throughout instruction, she created and maintained an environment of 
mutual respect among students, and between her and students. 
Yusef Farhan’s students at Westy were fully aware of the classroom routine.  As 
they entered the class, they took their instruments from the closet and warmed up before 
the teacher addressed them.  Students engaged themselves in the warm-up exercise at the 
beginning of class as a matter of routine.  The class was silent when the teacher spoke 
and taught.  There was an environment of mutual respect among the students, and 
between students and Farhan.   
Farhan divided instruction into segments that included a warm-up, drill on blues 
scale, and playing pieces already known.  He discussed the new music “Swinging the 
Blues” briefly, and he rehearsed the piece, encouraging students to improvise.  He then 
summarized the lesson.  He engaged all students in playing their instruments, and he 
assigned part to each student in the class.  Students understood his gestures as he 
conducted the class.   
Farhan called each student to improvise, and students complied.  He focused on 
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each student that made a mistake and corrected him promptly.  The performing class was 
an advanced one, and students had the capacity to explain what they were learning, and 
they seemed to be aware of criteria for success.  They demonstrated learning through 
performance, and they discussed the piece like professional musicians. 
At Westy, Malik Diva taught his students classroom routine.  They entered the 
class and went to their assigned seats quietly.  All pupils stood up and engaged in vocal 
exercise at teacher’s direction.  He engaged all students in vocal exercise as a warm-up at 
the beginning of instruction.  Instruction was on how to sing Wolfgang Amadeus 
Mozart’s “Alleluia” from “Exsultate Jubilate K. 165.”  He divided instruction into 
various sections that included breathing, vocal exercise, singing of vowels, singing of 
consonants with vowels, singing with and without accompaniment, singing individually 
and in groups. 
Diva engaged all students in singing.  He divided the students into vocal groups, 
and each group was assigned a specific vocal task in the class.  He called individual 
students to sing alone so that he could correct and work with them.  He answered 
questions students asked to ensure smooth completion of the task assigned to them.   
Students paid close attention to what Diva was saying and teaching them.  He 
explained to students as to why they were learning vocal exercises.  He told them it was 
to strengthen their diaphragms and vocal cords, and he urged them to do it daily.  
Students were prepared to demonstrate learning through singing. 
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What are the barriers obstructing implementation of the Blueprint for Teaching 
and Learning in Music? 
During the initial phase of this study, I asked music teachers in the New York 
City Public High Schools to circle on the questionnaires the barriers obstructing them 
from fully implementing The Blueprint.  Among the obstacles presented, respondents 
could choose from insufficient resources, lack of time, no administrative support, and 
personal/educational values.  Respondents also had a choice of “no barrier” if nothing 
prevented them from fully implementing The Blueprint.  Table 10 is an illustration of the 
respondents’ answers. 
Table 10:       
Barriers Obstructing Implementation of The Blueprint. 
Research Question #3                  Supervisors (n = 8)      Teachers (n = 55)  
Implementation Barriers     n     %    n     %  
Insufficient resources      3    37.5%   20    36.4% 
Lack of time       1    12.5%   16   29.1% 
No Administrative support      0      0.0%     7   12.9% 
Personal/educational values     1    12.5%   10   18.2% 
No barrier       3    37.5%     2     3.6%  
Contrary to the information reported in Table 10, the majority of the participants 
in this collective case study did not believe that there was any significant barrier 
obstructing them from implementing The Blueprint.  Among the five items listed in the 
questionnaire, only insufficient resources and lack of time appeared to be real obstacles to 
some of the case study participants.  Most music teachers associated inadequate resources 
with lack of administrative support.  Another barrier that emerged in the interviews is a 
lack of consequence for not implementing The Blueprint.  Each of these three barriers—
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insufficient resources/administrative support, lack of time, and lack of consequence for 
lack of implementation—is considered separately. 
Insufficient resources/administrative support.  Factors that commonly serve as 
barriers to the survival of music programs in schools were also present in some of the 
New York City public high schools, and may have affected the implementation of The 
Blueprint.  Chief among these is the response of the authorities to issues involving music 
education.  The response is manifested in the type of resources the school authorities are 
willing to provide to ensure the survival of the music program.     
The way the NYCDOE provides music education in its schools depends on the 
“values, proclivities, and skills of district superintendents and school principals” (Bodilly 
et al., 2009, p. 49).  Therefore, informed and demonstratable administrative support is 
crucial to the implementation process.  Availability of financial resources is a “significant 
predictor” of the overall quality of policies’ implementation and practices as well as 
implementation effectiveness (Klein & Knight, 2005, p. 245).  Lack of such support 
encourages employees to ignore the policy.  Availability of resources is essential for 
proper, and successful implementation of any educational standards and The Blueprint is 
no exception.   
Southy’s principal and Peter Allen, the music supervisor, considered music a 
minor subject, although Allen believed that students needed music education.  The first 
barrier that prevented proper implementation of The Blueprint, as Peter Allen saw it, was 
resources and support.  To him, when the authorities support a program, they are more 
likely to provide the necessary resources.  Lack of funding is synonymous to lack of 
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support, hence, there is a lack of or improper implementation.  He felt that the 
implementation of The Blueprint was not possible unless the principal of Southy provided 
music classes or music teachers to teach the classes, and he pointed out: 
The Blueprint can be implemented, but it can only do well enough where there is 
enough support.  I am not just talking about the support from the school, I am 
talking of support in general, because, when the budget axe falls, the arts, and 
music especially, are the first to feel it.  When I first started as an assistant 
principal four years ago, I had four music teachers.  I am now down to two, one of 
them is a dean, and he only teaches two classes.  So, in essence, we have seven 
classes in this school for the entire population of close to 3,000 students.  As you 
can see, a perfect example of what is happening here at Southy is a drop-off in the 
number of my music teachers compared to my art teachers which really has not 
suffered at all.  (SSPA-I, 12/20/10)  
Tim Henock echoed his supervisor’s statement regarding the lack of resources.  
He believed that he could implement The Blueprint better if the administration provided 
him with adequate resource in terms of space.  Tim Henock explained: 
I find, sometimes, that the resources that my school has and the courses it offers 
sometimes hinder my ability to keep up with The Blueprint especially when it 
comes to the music making strand.  The administration seems to say that the 
survey of music, and the music history classes, which I teach, would not be able 
to fit logistically into my piano performance laboratory because of the size.  There 
are fifty students in these classes, but the piano class can only accommodate 
thirty-four students comfortably.  I prefer to teach higher percentage of 
performance aspect to my students in most of my music classes.  (STTH-I, 
12/20/10)  
Tim Henock believed that students could benefit a lot from music performance 
courses rather than the survey of music and music appreciation courses.  Henock’s beliefs 
were similar to those of a music education philosopher David Elliot (1995), who posited 
that students “must first take action to make music” in order to be entirely familiar with 
music, because “musical works are not only a matter of sounds, they are also a matter of 
actions” (p. 49).  Henock believed that students who learned how to play a music 
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instrument benefited from experiential learning than students who did not.  To him, 
students who play a music instrument become more disciplined than their peers who do 
not.  Henock stated: 
I just wish in this particular cycle that it was all performance, and less of these 
survey classes which are music appreciation classes.  I think everybody that is in 
music department, that is in my classes will be benefiting from experiential type 
of learning in which they have the feeling of what it is like to perform music, to 
learn a piece of music, and the challenge and discipline that it takes to learn an 
instrument, and the benefits that comes from increased poise, and timing and 
rhythm.  These advantages that you have when you are a musician carry through 
to every other subject.  Your concentration is improved in math, science, and 
English, and certainly the ties are notable in math, music is math, music is 
science, music is social studies, music is all of these subjects, and I teach it that 
way.  I teach the aspect of a subject that has to do with dynamics and physics of 
musical sound, and the historical relevance of a piece of music to the time that is 
presented, and that kind of follow through with The Blueprint of making the 
strands relevant to the students and tying it into each other subject.  Timing in 
music is counting.  (STTH-I, 12/20/10)   
Henock felt that he could not complain about the materials the school provided 
for the piano class, however.  Unlike many public high schools in New York City, he had 
enough piano (keyboards) in his class.  He made reference to a professional development 
workshop he attended on Election Day in 2010.  In the end, all the piano teachers in the 
class met to discuss materials and the type of music classes they taught, and they 
exchanged information and email addresses.  Henock recalled: 
Upon corresponding with the other piano teachers I found out that my situation 
was better than most.  I was given pianos when needed and as they became 
damaged, they replaced them, they had enough money to replace them; they have 
separate room for the pianos.  (STTH-I, 12/20/10)    
Jamie Dean believed that the resources that were meant to enhance 
implementation of The Blueprint at Southy were those that hindered it.  The existence of 
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keyboard class, for instance, gave students the opportunity to engage in music 
performance thereby enhancing the implementation of the “making music” strand of The 
Blueprint.  The keyboard music program was suitable for beginners because it motivated 
them, but there was no continuity after the first year.  Jamie Dean also believed that the 
computer music program was a good start for beginning music learners, English 
Language Learners, and student from any culture, but the computers at Southy were 
outdated.  To Jamie Dean, it was ironic that the same resources that enhanced 
implementation at Southy also served as barriers to implementation of The Blueprint, and 
he revealed: 
On the bad side, we have the same computer music program for eleven years, we 
are not expanding it.  It is not getting better, and it is only offered for one class per 
cycle.  That is not good.  As for the keyboard class, we cannot seem to keep the 
kids long enough to develop them because they have so many other classes to 
take.  It is very difficult for programing, and the programing in the school does 
not allow students to take a music class for two years and really develop a talent 
to further the implementation of The Blueprint.  (STJD-I, 12/20/10) 
Lack of time. Time is a significant factor affecting the implementation of 
standards (Byo, 1999; Schopp, 2006; Whitcomb, 2005; Wilson, 2003).  Time influenced 
how the New York City public high schools implemented The Blueprint.  Time and 
schedule were the main barriers obstructing the implementation of The Blueprint for the 
music personnel at Easty.  According to Donna Reese, the wraparound must be a part of 
music teachers’ lesson if they were genuinely implementing The Blueprint.   
It was essential that those who were teaching performance classes developed and 
produced copies of the wraparound for each of the pieces they taught.  Developing the 
wraparound required a lot of work and time that included the rehearsal and serious 
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research as to what, when, where, why, and how the composer developed the musical 
piece.  Furthermore, teachers must be able to provide the rationale for their choice of 
music for rehearsal, and why students must perform the piece.  Donna Reese pondered: 
I think the time and schedule are the main barriers. Theoretically, the wraparound 
is something that is part of the way we implement The Blueprint. I expect teachers 
to submit to me copies of their wraparounds. We have five ensembles in the 
winter concert and each one of those has four pieces, that’s twenty wraparounds 
for me to evaluate just for one concert not counting the other concerts.  So, 
sometimes I am embarrassed at how long it takes me to be able to give feedback 
because it takes just so much time to review each wraparound.  I am lucky that I 
have the time to squeeze in the post observation conferences that I must have with 
each teacher, but to really be able to sit with the teacher for the amount of time 
required to really have an ongoing connection with each teacher’s work is 
impossible based on the scheduling and the structure of the work day.  I am not 
happy about it.  I keep on trying to think about ways that we can make for more 
fluid communication and be able to do it without having to be time intensive, but 
I‘m not there yet.  (ESDR-I, 11/18/10)  
Yusef Farhan believed that if time allotted to other subjects did not obstruct him 
from assembling all his upper-level students, he would have a top level jazz ensemble.  
He would also be able to implement The Blueprint at the upper grades.  The time for core 
subjects took priority over music classes.  The scheduling of advanced placement classes 
took higher priority over music classes as in most of the New York City public high 
schools.  Farhan explained: 
The main barrier that obstructs me from fully implementing The Blueprint is in 
the upper level music courses such as my Jazz ensemble that have schedule 
conflict.  I cannot get all the top players at the same time because there is conflict 
with AP courses.  Also after school, we have AP courses in the ninth period when 
I could be getting the whole group together.  It holds us back when we cannot get 
students scheduled at the same time in the upper courses.  (WTYF-I, 01/10/11) 
Lack of consequence for not implementing The Blueprint. Many music 
educators in the New York Public School System were not using The Blueprint.  If they 
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were doing something that was congruent with it, they were not doing so because of the 
training they received from the professional development workshops; rather, they were 
doing something they had always done.  Some of the participants stated that they were 
told that they were already implementing The Blueprint if they were experienced and 
successful music teachers.  Yusef Farhan at Westy and John Wells at Northy continued to 
teach music as they saw fit and as they believed it should be taught.   
Both Farhan and Wells used The Blueprint for reference only and as an 
affirmation that they were on the right path.  They were able to do so because the 
NYCDOE allowed music teachers the choice of what to teach, and failed to mandate the 
use of its only music standards in all music classrooms.  Donna Reese felt that the 
NYCDOE should do something to ensure that every music teacher in all the New York 
Public School System implements its music standards in all music classrooms.  In 
expressing her feeling, Reese stated: 
My gut feeling is that a lot of people don’t use The Blueprint.  It is a shame, 
because there is a variety of good stuff offered in it.  I want to throw in another 
huddle in terms of its implementation.  I think there has to be some kind of 
consequence or reward or just something that basically mandates people to 
implement The Blueprint. This is because right now, they say it is even part of the 
progress report and people mention it in the quality review, although all I really 
see is just that they continue to ask people to fill out art education survey form.  
(ESDR-I, 11/18/10)   
To what extent are New York City Public High School music teachers evaluated 
based on criteria from the Blueprint for Teaching and Learning in Music? 
Understanding the process of evaluation and ensuring that music teachers 
understand the evaluation system are the responsibilities of the music supervisor (Hansen, 
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2002).  In addition to understanding the assessment process, the evaluation of instruction 
also requires expertise in the subject taught (Doerksen, 2006).  Evaluators who are 
experts in content-area and experienced can assess instructional quality accurately 
(Matsumura et al., 2006).  The extent to which New York City public high school music 
teachers are evaluated based on criteria from The Blueprint depended on the evaluator’s 
understanding of The Blueprint evaluation process and evaluators expertise in the 
content-area of The Blueprint.  Table 11 indicates the respondents’ answers to the initial 
questionnaire about the extent to which New York City Public High School music 
teachers are evaluated based on criteria from The Blueprint. 
Table 11 
Extent to which Teacher Evaluation is Based on Criteria of The Blueprint. 
 Supervisors (N = 8) Teachers (N = 55) 
Evaluation Based on The Blueprint’s 
Criteria n % n % 
Full Evaluation 4 50.0% 1 2.0% 
Partial Evaluation 2 25.0% 25 45.0% 
None 2 25.0% 29 53.0% 
 
The Blueprint evaluation process. The documents that contained the evaluation 
process for The Blueprint are The Manual and the Music Reflection Tools High School 
Level.  The two documents included materials that were “most helpful in evaluating 
curriculum and teacher instructional practice when used in periodic observations over 
time” (NYCDOE, n.d, p. 15).  The materials were listed in The Manual under the 
heading, “General Hallmarks of Good Arts Pedagogy” (New York City Department of 
Education, 2010, p. 43).  School leaders may use the materials for formal or informal 
observations of instructional practices of music teachers implementing The Blueprint.  
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Although both music teachers at Southy stated that they applied The Blueprint, 
their evaluations were not based on the criteria of The Blueprint.  Peter Allen, their 
supervisor, was not aware of The Manual that the NYCDOE published in 2010, and 
which detailed the quality of sound music pedagogy.  The NYCDOE recommended the 
evaluation process contained in The Manual for school leaders to use in observing music 
teachers during music instruction pertaining to The Blueprint.  Peter Allen could not use 
the criteria listed in The Manual for evaluation of the music teachers.  Had he been aware 
of The Manual, perhaps he might have employed it in the assessment of music teachers at 
Southy. 
The music teachers at Northy were also not evaluated based on criteria from The 
Blueprint.  The music supervisor, Anita Roy, was not aware of the evaluation process.  
Like Peter Allen, she was also not familiar with The Manual.  She conducted formal and 
informal observations and evaluation of music teachers as required in the school.  When 
observing and evaluating music teachers, Anita Roy did not employ the assistance of the 
coordinator in the classroom, but sometimes she asked the coordinator questions relating 
to music.  In regard to the informal observation and evaluation, Anita Roy explained her 
procedure. 
The principal and I go to the class from time to time.  Every week, I visit one or 
two classes, depending on what they are teaching.  The principal does the same, 
staying in the classes for five to ten minutes.  He goes all over the school every 
day and he knows what is going on.  On the educational aspect, the music 
teachers are doing very well.  (NSAR-I, 11/20/10) 
Neither Donna Reese nor Tim Rojas was familiar with the evaluation process of 
The Blueprint because they were not aware that The Manual exits.  In fact, none of the 
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music supervisors in this study was aware of The Manual or The Music Reflection Tools: 
High School Level.  Tim Rojas reiterated that The Blueprint is not exclusive.  He stated 
that he used its criteria, and other criteria that were appropriate for good pedagogy to 
evaluate music teachers at Westy.  Such criteria included those for the National Music 
Education Standards and the New York State Music Education Standards. 
Expertise in content area of The Blueprint. As stated previously, when the 
NYCDOE first introduced The Blueprint, there was no apparent provision for the 
supervision of its implementation in schools.  The NYCDOE did not plan professional 
development workshops for school leaders such as principals and assistant principals.  
Critics have stated that the NYCDOE is historically weak in providing professional 
development workshops and information on arts education for its principals and assistant 
principals (Logan, 2009).  Even if principals and assistant principals chose to attend the 
professional development workshops for music teachers, according to Logan, those 
workshops were too intense for school leaders who lacked training as artists. 
Although Peter Allen read The Blueprint, he never attended professional 
development workshop on it.  He only possessed a high school level of musical 
knowledge.  He did not use the criteria from The Blueprint to evaluate music teachers 
because he did not think he could truly apply it on a few courses.  The other reason he 
cited was that students did not continue with music study in similar manner as 
mathematics, English Language Arts, Science and Social Studies.  The school only used 
music as an elective and not as a major as in the past when he was a student at Southy.  
Peter Allen explained: 
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The reason why I have not used The Blueprint to evaluate music teachers is 
because students do not continue with their music education in this school.  They 
just take the course for the term, and then, they say I am done with it.  We are, 
unfortunately, not a music school like we were when I was a student here.  
(SSPA-I, 12/20/10) 
Anita Roy did not see her lack of expertise in the content area of The Blueprint as 
an impediment to evaluation of music teachers.  She felt that the music department at 
Northy was so small.  And because there were only three music teachers, they did not 
need supervisor with musical background or musical knowledge in order to evaluate them 
as in large departments.  She believed that the music department could be supervised by 
any assistant principal from any department with the help of a quasi-supervisor or a 
coordinator who is a music teacher.  She had been managing the music department at 
Northy with the assistance of a music coordinator since she became the supervisor of the 
department.  Anita Roy revealed: 
The coordinator of the music department knows everything about music.  I just 
supervise, but he coordinates everything.  He goes to meetings, and he takes 
students to shows and plays.  The paper work in this school is handled by the 
other two music teachers in the absence of the coordinator who is currently on 
sabbatical.  They are so good at what they are doing.  If they need help, they just 
come to me, and I assist them.  All I have to do is look at the papers and sign the 
papers, because they need a supervisor to sign it, I guess.  (NSAR-I, 11/20/10) 
Ted Stringer and John Wells did not see Anita Roy’s lack of familiarity with The 
Blueprint and lack of musical knowledge as barriers to her ability to supervise, observe, 
and evaluate music teachers.  They believed that she could tell if they were teaching the 
pupils, if they were engaging the students in music classes, and if students were learning.  
They felt that she was able to fulfill her obligation as an assistant principal of the music 
department as John Wells explained.  
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The assistant principal is not a trained musician and she does not observe or 
evaluate us based on the criteria of The Blueprint.  The Blueprint is not a topic of 
discussion during our monthly departmental faculty meetings, and she does not 
encourage, or discourage us from using it.  I guess this is because she sees results.  
She sees what is going on in the classrooms, and how the kids respond.  I guess 
learning is learning.  If you know how to pay attention to learning, you can kind 
of see it.  (NTJW-I, 11/20/10)   
Both Donna Reese and Tim Rojas were experts in the content area of music, 
although, they also supervised other art subjects offered in their respective schools.  Both 
had certification as assistant principal of music, and both were privy to the initial 
planning of The Blueprint before the NYCDOE introduced it.  Despite their unawareness 
of The Manual and the evaluation process contained in it, both supervisors were capable 
of creating an assessment criterion based on The Blueprint.   Donna Reese surmised: 
I mention The Blueprint in my observation reports, and I also ask my music 
teachers to create wraparound for their repertoire selections and to submit the 
wraparound to me. The wraparound is a documents associated with The Blueprint. 
It was introduced at the very beginning of The Blueprint training.  I think that it is 
a very good structuring device for unit planning.  I feel like that is The Blueprint’s 
connected thing that I do.  (ESDR-I, 11/18/10) 
What are the credentials of those who supervise music teachers at the building level 
in New York City Public High Schools? 
One of the most important credentials of a supervisor is the ability to institute and 
direct the implementation of change (Blumberg, 1974; Grimmet et al., 1992; Martin et 
al., 1978).  Implementing The Blueprint in the classroom of the New York City public 
high schools was a change that required supervision.  However, without an entity 
coordinating a music program and holding the teachers accountable to the established 
curriculum such as The Blueprint, teachers are likely to act in isolation (Pierce, 2005).  
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Teachers tend to have little regard for their places in the curricular continuum, according 
to Pierce.   
In the New York City public high schools, there are individuals supervising music 
where music programs exist.  However, two types of music supervisors exist in the New 
York City public high schools.  There were those with music credentials and those 
without music credentials.   
Table 12 
Music Supervisors by Type of Credentials                                                                
Supervisors’ certification          n     %  
NYCDOE certified Music Supervisor  3    38% 
Not NYCDOE certified as Music Supervisor    5   62%  
I purposely selected the participants in this study to reflect the two types of music 
supervisors.  The assistant principals at Easty and Westy high schools had certification in 
music and those at Southy and Northy high schools did not.  I examined the two types of 
supervisors according to how they directed implementation of The Blueprint and their 
method of supervision in each school.  
Directing the implementation of The Blueprint. At Southy, the supervisor did 
not direct the implementation of The Blueprint.  The supervisor believed that there is a 
connection between its application and the size of the music department.  Because Southy 
had a small music department, the music supervisor felt that teachers could not 
implement it.  Peter Allen’s statement created a doubt as to whether or not he understood 
the whole purpose of The Blueprint.  He assumed that the size of a music program 
dictates whether or not music standards such as The Blueprint should be implemented.  
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He stated: 
I have to say that I think that The Blueprint is kind of there but it is really not 
implemented the way it should, and that is due to the fact that the classes are 
there, for lack of a better term, just for the sake of having the classes.  My music 
program in the whole school consists of three classes in piano, I have two classes 
in theory, one of them is introduction to music, another is history of music in 
movies, and the last one is a specialized course in our computer science program 
where they are taught how to read music on the piano using the computer.  That is 
the extent of my music program.  It is difficult to implement The Blueprint under 
this condition.  I know that it exists with the piano course, how it is actually 
implemented and used and evaluated, I am not sure.  Having so few music classes 
due to budgetary constraints just makes it more difficult to even implement any of 
it.  (SSPA-I, 12/20/10) 
At Northy, the lack of knowledge and understanding of The Blueprint and the lack 
of training on the part of the music supervisor prevented the direction of its 
implementation.  Other than duties such as the observation and evaluation of music 
teachers, which were in the domain of the assistant principal, the coordinator ran the 
musical aspect of the department.  In order to devote time to quasi-administrative duty of 
the music department, the administration relieved the coordinator of one or two classes as 
compensation.   
The coordinator only taught three to four classes depending on the nature of 
administrative duty.  Based on the information obtained from the teachers, the music 
coordinator did not direct the implementation of The Blueprint.  Rather, the 
administration entrusted music teachers with the decision as to whether or not they 
should implement it.  Anita Roy admitted: 
I am not licensed in music, but I have someone, a coordinator, who helps me in 
the administrative part of the music department.  The coordinator of the music 
department knows everything necessary about music to run the music department.  
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I just act as supervisor, but he coordinates everything.  He represents me in 
meetings, and he coordinates all activities in the department.  All I have to do is 
look at the papers and sign the papers, because they need a supervisor to sign the 
papers.  (NSAR-I, 12/19/10) 
The music supervisor at Easty directed the implementation of The Blueprint.  
Among all the music supervisors in this study, the Easty music supervisor was most 
familiar with the policy.  She served as a facilitator during professional development 
workshops, and she was a member of the writing committee for The Blueprint.  In 
addition, under her supervision as an assistant principal of music, Easty was used for pilot 
study of the Chancellor’s endorsed diploma, a program that allowed interested students to 
earn music credits after taking the comprehensive exit examination similar to the way 
they earn New York State’s regents credits.   
At Westy, the supervisor stated that he directs the implementation of The 
Blueprint.  The fact that Yusef Farhan admittedly does not actively implement The 
Blueprint, however, raises a question as to whether there is direction of its 
implementation in the school.  Another concern was that the music supervisor did not 
share the NYCDOE’s belief that the New York State Standards for the Arts is not 
specific enough. 
Method of supervision. Although his certifications as a teacher and as a 
supervisor were not in music, Peter Allen supervised music because at Southy, all the 
subjects the administration considered as minor were grouped together under one 
assistant principal.  Southy felt that courses such as Visual Art, Business, Music, and 
Technology minor subjects compared to Mathematics, English language art, and Science.  
Peter Allen’s college education was in business and information technology.  His 
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NYCDOE certification as an assistant principal was in business.   
In addition to maintaining the technical infrastructure of Southy, he worked with 
artists, musicians, and business people.  His musical background is limited to music 
education he received as a student at Southy high school.  Peter Allen did not see his lack 
of certification in music as a barrier to the supervision of music.  He believed that his 
knowledge as a trumpeter during his junior high and high school days, and his experience 
as a part-time DJ were useful and applicable to his supervision of music.  Peter Allen 
revealed: 
Technically, I am not a musician in the sense of having a college degree and 
certification in music.  I am a DJ, but I consider myself a musician because, 
firstly, I am an entertainer, and music is for entertainment.  Secondly, even though 
I am a DJ, I would rather listen to a live band.  I have been a DJ for twenty five 
years now and I know how to read music.  Thirdly, I studied trumpet when I was 
in the middle school, and here at Southside High School.  So, I like to apply that 
even when I am playing at an event.  I like to apply different styles when I am 
DJing.  So, I like to instill some of the DJ ideas in my instructors because being a 
DJ is something that students can relate to.  I have had little success here and 
there in trying to instill the DJ ideas into my music instructors.  (SSPA-I, 
12/20/10) 
Anita Roy did not believe that a certified music supervisor would make a 
significant difference in the administration of music department of Northy High School 
despite the fact that research suggested that the credential is perceived to be important in 
the role of music supervisor (Ross, 2007).  In her opinion, if the music teachers were 
reliable, trustworthy, and competent at their job, it was not necessary to have a supervisor 
who is certified in music to supervise the day-to-day activities of the music department.  
The only situation in which a supervisor with music background and certification might 
be necessary to supervise the department is if the music teachers were not trustworthy.  
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She supervised by delegating music responsibilities based on her trust for the music 
teachers.  Anita Roy explained: 
In this school, the music teachers are running the department by themselves.  
They are so good at what they do that they require only minimum or no 
supervision.  They connected the music department to my foreign language 
department for supervision in 2009, and before I became the supervisor of the 
music department, the former principal supervised the music department directly.  
In this school, since the music department is so small, it does not need a 
supervisor with musical background, or a supervisor who knows about The 
Blueprint, because they have only three teachers, one of whom is the coordinator.  
During departmental faculty meetings, I always give them the choice of meeting 
separately because they have so much to write and so much to do, and because 
they are trustworthy.  I feel I need to give them time to meet separately to deal 
with music related issues.  (NSAR-I, 11/20/10) 
Ted Stringer also believed that it is not necessary for the music department to 
have a supervisor who has certification in music.  To him, having a musically trained 
supervisor is no longer an issue in the New York City public schools.  What was 
important to him is to have a supervisor that trusted and allowed music teachers to do 
what was necessary to ascertain that the music program in the school is successful.  Ted 
Stringer stressed: 
Having a supervisor who is certified in music is an issue that has been going by 
the wayside over the years.  Really, it is not even an issue anymore in the 
NYCDOE.  We have an assistant principal that basically supports us and allows 
us to do what we need to do, but does she really know about music?  No, because 
that is not her area of specialty.  She supports us and she trusts us, and she 
believes that we know what we are doing, and we know what we are doing.  That 
is a great thing.  If you are going to have an administrator and a supervisor, you 
may as well have someone who supports and trusts you.  (NTTS-I, 12/20/10) 
Both Donna Reese and Tim Rojas supervised their departments directly.  Donna 
Reese sometimes delegated responsibilities to Alan Little, her music coordinator.  Easty 
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was a large school with many art and music teachers compared to Westy, which was one 
reason it was necessary for Donna Reese to have a music coordinator.  
Summary 
All the participants in this study were aware of The Blueprint, but this study 
revealed that not all were familiar with it.  The NYCDOE provided professional 
development workshop at least, twice a year, once in November and once in June.  The 
NYCDOE also built an extensive and elaborate website for the arts where administrators 
and teachers can obtain information about The Blueprint and all the arts.  However, not 
all music teachers participated in these workshops. 
Familiarity with The Blueprint also depended on the efforts of the administrators 
because teachers are likely to express interest and support for education standards such as 
The Blueprint if administrators ascertain that teachers are familiar with standards and 
how to implement them (Kirsten, 2006).  Training music teachers about standards and 
how to apply them however, is not sufficient (Bell, 2003).  In order to implement 
standards at a higher level, administrators also need “exposure and training” to the 
standards (p. 39).  None of the participating music supervisors in this study received any 
extensive training about supervising and evaluating the implementation of The Blueprint.  
None of them was aware of the existence of The Manual, a document that could have 
provided them with the knowledge of how to supervise and evaluate the implementation 
of The Blueprint.  
Schopp (2006) found that newer teachers appeared more knowledgeable and 
supportive of standards than their more experienced colleagues.  The findings suggested 
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that teacher education programs in New York State were preparing new music educators 
to understand and implement music standards, although this preparation may not extend 
to instruction in large ensembles such as concert band.  The manner in which Onica Rise 
and Tim Rojas became aware of The Blueprint and how Onica Rise received her initial 
training in the standards are consistent with Schopp’s findings.  
Even when music teachers are aware of and support the standards for music 
education, there is no assurance that they would implement the standards (Baraiolo, 
1997).  Although, John Wells and Yusef Farhan attended professional development 
workshops about The Blueprint and even though they were familiar with it, they chose 
not to implement it.  Lack of administrative support, resources, and time were seen as the 
major barriers although all participating music teachers believed that their schools 
provided the resources they needed to implement The Blueprint.  This study has also 
revealed that music teachers were not evaluated based on The Blueprint criteria because 
the supervisors were not familiar with The Manual.  The two types of assistant principal 
featured in this study—those with music credentials and those without—were 
representative of the kind of music supervisors found in the New York City public high 
schools.  
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CHAPTER 5: DISCUSSION OF FINDINGS AND CONCLUSION  
This dissertation was a study of The Blueprint for Teaching and Learning in 
Music, the local music education standards of the NYCDOE.  I provided the music 
education context, the background, the rationale and the framework for this study in 
Chapter 1.  I reviewed the extant literature in Chapter 2, and in Chapter 3, I explained the 
procedures I employed in the selection of participants, the data collection methods, and 
the analytic technique.  In Chapter 4, I presented a detailed analysis and discussion of the 
collective case, approaching it from the context of the research questions.  In this chapter, 
I will enumerate the findings, implications, and I will offer my recommendations for 
future research before providing a closure. 
I undertook this study with the intention of accomplishing a number of goals.  
First, I wanted to know the level of music educators’ familiarity, knowledge, 
understanding, and subject matter competence of The Blueprint.  Second, it was 
necessary for me to describe how New York City Public High Schools implemented The 
Blueprint through their music offerings.  Third, I sought to identify the barriers 
obstructing the classroom implementation of The Blueprint.  Fourth, I intended to 
discover whether or not music supervisors were using criteria from The Blueprint to 
evaluate New York City Public High School music teachers. 
I also wanted to know the qualification and credentials of those who supervise 
music as well as the manner in which they administer The Blueprint in the New York 
City Public School System.  I sought to understand how the NYCDOE enacted The 
Blueprint Music policy in the New York City Public High Schools.  Answering the 
  
179
questions would enable me to clarify various controversies relating to the development 
and implementation of local education standards, especially, local music education 
standards.   
Implementation encompasses all the processes, actions, and steps a new policy 
need to work properly in its predetermined environment.  I based this study on a policy 
implementation framework (Brynard, 2005; Klein & Knight, 2005).  The framework 
enabled me to explain the design, redesign and revision of The Blueprint policy because 
the NYCDOE continued to to revise it during implementation.  The framework also 
allowed me to explore the implementation process of The Blueprint (Klein & Knight, 
2005).  
I approached this study qualitatively as I combined four individual high schools 
into a collective case.  I made an effort to understand how the New York City public high 
schools implemented The Blueprint “through detailed, in-depth data collection involving 
multiple sources of information” (Creswell, 2007, p. 73).  I began data collection by 
sending out questionnaires to all music educators in the New York City public high 
schools.  This approach enabled me to screen and select four New York City public high 
schools.  It also allowed me to select four music supervisors and eight music teachers for 
the “collective case study” aspect of the study (Stake, 2000, p. 437).   
I interviewed all of the 12 participants, transcribing the interview contents 
manually using the denaturalized form (Oliver et al., 2005).  I observed the eight 
participating music teachers in their natural setting.  I analyzed all the data I obtained 
through questionnaires, interviews, observations, and all The Blueprint’s related 
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documents.  
In the New York City public high schools, not all music educators are familiar 
with The Blueprint, and the NYCDOE took no step to make its subject matter 
competence mandatory to them.  Implementation of The Blueprint depended on 
individual teachers’ choice.  The provision of professional development for music 
teachers was inconsistent and insufficient. 
All the music teachers I observed provided students with opportunities for hands-
on and interactive learning, self-expression, and reflection through the making music 
strand.  They demonstrated leadership by modeling themselves through the performance 
of the difficult aspect of instruction before asking students to emulate them.  Teachers 
critiqued pupils’ performance in a constructive and non-demeaning manner.  
I found no evidence of the Wraparound in any of the lessons I observed, although 
Donna Reese stated that she required it from all her teachers for every musical piece they 
rehearsed.  I found evidence of music literacy in all the classes, but only two instances of 
making connections.  In one case, a teacher focused briefly on career and lifelong 
learning strand.  None of the participants focused on community and cultural resources 
strand.  
Participants established productive routines, engaged students, kept students on 
task, and addressed individual learner’s needs.  They created environments of mutual 
respect among students, and between teachers and pupils as required in the General 
Hallmarks of Good Arts Pedagogy (New York City Department of Education, 2010).  I 
found that participants have demonstrated these qualities when implementing strands 
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such as Making Music and Music Literacy.   
Only a few participants stated that they lacked administrative support or 
resources.  Time was a barrier to the implementation of The Blueprint, especially the 
rehearsal time.  The time for core subjects took priority over the time for music classes.  
Music educators, who were apprehensive about using The Blueprint, believed that their 
established method of teaching music was sufficient and that the NYCDOE was not 
consistent in following through with its policies. 
Lack of knowledge, understanding, and training of The Blueprint prevented music 
supervisors, especially those without music credentials, from supervising and directing its 
implementation.  The NYCDOE also did not initially provide information and 
professional development workshop for assistant principals on how to monitor and 
evaluate the implementation of The Blueprint during its introduction in 2004.  It did so 
six years later by creating The Manual, a document containing The Blueprint’s official 
evaluation process, in 2010.  None of the supervisors in this study was aware of The 
Manual.  For this reason, they did not use the criteria from The Blueprint to evaluate 
music teachers.  
Discussion 
In this section, I discuss the findings.  The discussion is in relation to the research 
questions.  I also provide the discussion within the policy implementation framework as 
well as the extant literature in this chapter.   
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Music Educators’ Knowledge of The Blueprint  
My findings regarding knowledge of The Blueprint are consistent with the first of 
six key factors that shape the process and outcomes of implementation (Klein & Knight, 
2005).  I found in this study that the extent to which music educators were familiar with, 
knew and understood the subject matter of The Blueprint depended on how much 
information was available to them.  It was also contingent on the “quality and quantity of 
training” they received (p. 245).  In the New York City public high schools, not all music 
educators were familiar with The Blueprint.  Anita Roy, the music supervisor at Northy, 
admitted that she was not familiar with The Blueprint. 
Analysis of the initial questionnaires revealed that 62.5% of music supervisors 
and 43.7% of music teachers were fully familiar.  About 25.0% of music supervisors and 
41.8% of music teachers were partially familiar, and 12.5% of music supervisors and 
14.5% of music were not familiar with The Blueprint.  The NYCDOE provided three 
avenues through which participants became aware of The Blueprint.  These avenues are 
direct communication from the director of music for the NYCDOE, professional 
development for The Blueprint, and the website NYCDOE setup for anyone interested in 
learning about it.   
Familiarity, knowledge, and subject matter competence of The Blueprint are not 
requirements for obtaining the NYCDOE music educators’ certification.   They are also 
not criteria for employment as music teachers and music supervisors.  However, there are 
three reasons why all music educators in the New York City public schools should be 
thoroughly familiar with The Blueprint.   
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First, the NYCDOE created it for music educators and their students.  Second, the 
NYCDOE stressed that The Blueprint is more specific than the New York State’s music 
education standards, and this should make any music educator in New York City public 
school curious.  Third, information about The Blueprint was available from the avenues 
mentioned.  These three reasons should be sufficient as motivating factors for music 
educators to seek full knowledge of The Blueprint. 
Although it is important for music educators in the New York City public schools 
to seek knowledge of The Blueprint, it is equally necessary to motivate them to seek such 
knowledge.  The NYCDOE took no steps to mandate that all music educators in the New 
York City public schools possessed the subject matter competence of The Blueprint.  The 
system also did not insist that teachers implement it.  Instead, in the introduction to the 
second edition, the NYCDOE mentioned, “The Blueprint’s inclusive plan allows music 
teachers to select the approaches and the content that works best for them and their 
students” (New York City Department of Education, 2008, p. 9).   
The NYCDOE also did not provide information and professional development 
workshop for assistant principals on how to supervise the implementation of The 
Blueprint when introducing it in 2004.  All the assistant principals interviewed for this 
study stated that they did not receive training about supervising The Blueprint.  They 
were also unaware of The Manual, which the NYCDOE introduced in 2010. 
Professional development workshops provide music teachers with opportunities to 
gain insight through formal, as well as “informal and interactive time” (Conway, 2008b, 
p. 13).  Tim Henock, Ted stringer, and Onica Rice made statements to support this 
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assertion.  Although workshops were offered to provide teachers with professional 
development about The Blueprint, there were problems with attendance.  Donna Reese, 
for example, stated that the music educators who attended the professional development 
workshops were interested in arts education already, while those who most needed the 
workshops generally failed to attend because attendance was not mandatory (ESDR-I, 
11/18/10).   
Literature suggested that research is necessary to investigate music teachers’ 
actual need for professional development (Bell, 2003).  Some of the music educators who 
attended the initial professional development workshops when the NYCDOE first 
published The Blueprint in 2004 stopped attending.  John Wells of Northy stop attending 
the professional development workshops for The Blueprint because he lost confidence in 
the ability of the NYCDOE to provide useful professional development sessions.  He was 
opposed to the idea of bringing facilitators, who have never taught in New York City, to 
run the professional developments workshops.  He believed that such facilitators were not 
familiar with the problems faced by music teachers in the New York City public schools, 
and therefore cannot help with the implementation of The Blueprint (NTJW-I, 11/19/10). 
Yusef Farhan of Westy only attended the professional development workshop 
once.  He felt that there was no need to continue attending.  He apparently found the 
materials discussed in the professional development sessions redundant because he 
claimed to be knowledgible of them already.  He explained that his understanding was to 
continue teaching music as he saw fit because the materials discussed during professional 
development sessions are “what experienced and successful teachers were doing already” 
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(WTYF-I, 01/10/11). 
Some of the participants—for example, Donna Reese of Easty and John Wells of 
Northy—felt that professional development was inconsistent and insufficient and that the 
workshops did not address the actual needs of music teachers.  Before the introduction of 
Fair Student Funding in 2007, The NYCDOE-OASP offered free and mandatory 
professional development workshops for music educators.  The new financing system 
required schools to purchase professional development for teachers and supervisors who 
are interested in attending.  Principals, who may know nothing about music, determine 
the music educators’ need for professional development rather than the director of music.  
If the principals determine that the professional development workshop on music is 
incompatible with their schools’ needs, they may deny music educators the opportunity to 
participate.   
Some principals chose to purchase professional development workshops for their 
schools so that all teachers could engage in a school-wide training that enhances the 
school’s goal instead of purchasing professional development sessions for individual 
teachers.  Easty is an example of such school.  Alan Little recalled that during his first 
two years of teaching at Easty, all music educators were invited to, and attended the 
professional development workshops that the NYCDOE held for music educator.  Little 
explained that Easty’s principal decided that Easty’s music educators should stop 
attending the professional development workshops organized by the NYCDOE, and to 
“attend the Easty’s school-wide professional development workshops” instead (ETAL-I, 
11/18/10).  
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The evidence of insufficient professional development opportunity for music 
educators is inherent in the manner the NYCDOE- OASP plans it.  For example, Donna 
Reese made it apparent through her statement in Chapter 4.  She stated that although 
there was a lot of training during the initial phase of The Blueprint, subsequently, there 
were not enough training opportunities to enable those who missed some of the initial 
professional development sessions to really become well versed in The Blueprint  
(ESDR-I, 11/18/10).  
Proof of insufficiency is evident in the NYCDOE- OASP’s recent advertisement 
of the professional development workshops.  For example, at the beginning of September 
2013, the NYCDOE-OASP advertised a two‐session citywide professional development 
workshop series titled The Art of Teaching Music: Back to the Blueprint for Teaching and 
Learning in the Arts.  It was designed to deepen teachers’ command of highly effective 
music instructional practices in the core, instrumental, and vocal classroom.  Each session 
was designed to examine successful teaching strategies, grade‐appropriate repertoire, and 
related assessments that inform student learning.  In other words, the sessions addressed 
the citywide focus on teacher effectiveness, including students’ engagement, how to 
design clear curriculum, and how to use assessment for instruction.   
The NYCDOE aligned the professional development workshops with the citywide 
instructional expectations and expected both experienced and new music teachers to find 
them relevant.  There are estimated 1000 music teachers in the New York City Public 
School System (Commission on Independent Colleges and Universities, 2014); however, 
admission to the workshops held on Tuesday, November 5, 2013, and Friday, January 31, 
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2014 was limited to 300 participants (New York City Department of Education, 2013).  
Music teachers who missed these two professional development workshops may never 
have another opportunity.  Another concern Donna Reese raised involves new music 
teachers and the professional development’s themes.  She was concerned that many of the 
workshops’ themes were not “specifically designed as The Blueprint’s orientation” for 
new music teachers attending for the first time (ESDR-I, 11/18/10). 
How New York City Public High Schools Implemented The Blueprint.  
Implementation of a good curriculum is the catalyst for what to teach, when to 
teach it, what to assess (Hansen, 2002).  Hansen further stated that implementation 
indicates the type of professional development that ensures effective teaching, and it is 
the basis for successful school reform measures.  However, policy such as The Blueprint 
tends to fail in achieving the benefits expected if it is not consistently, skillfully, and 
carefully implemented (Klein & Knight, 2005).   
I based the findings in this section on my observation of music teachers in their 
natural environments—the classrooms.  Observation of music teachers enabled me to 
provide a more complete “description of phenomena” (Gall, Gall, & Borg, 2007, p. 276).  
I was able to describe the implementation of The Blueprint than would be possible if I 
only referred to questionnaires, interview statements, and documents.   
In order to observe the classroom instructional activities of music teachers, I 
established an “observation protocol” (Creswell, 2009, p. 181).  I designed the protocol 
based on the “General Hallmarks of Good Arts Pedagogy” (New York City Department 
of Education, 2010, p. 43).  The NYCDOE prescribed General Hallmarks of Good Arts 
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Pedagogy in The Manual for school leaders’ use in evaluating the instructional practices 
of those implementing The Blueprint.  
Making music. To determine how music teachers implemented this strand, I 
observed activities in music performance classes.  The courses included the beginner’s 
piano, chorus, intermediate band, advanced band, and the beginner’s percussion class.  
All the teachers I observed provided students with opportunities for hands-on and 
interactive learning, self-expression, and reflection.  Their students also learned how to 
synthesize music elements such as notation with performance practice.  During 
instruction, teachers engaged students in various instrumental, rhythmic, and vocal warm-
ups and drills commensurable to the class they taught.   
Among the classes I observed, there was evidence of student music composition 
only in the beginner’s percussion class of Alan Little at Easty high school where students 
performed their rhythmic compositions.  Proof of improvisation was only apparent in 
Yusef Farhan’s advanced band class of at Westy, where students soloed on the musical 
piece, “Swinging the Blues.”  Although there was no instruction on composition or 
improvisation in the other participants’ classes, students received instruction on how to 
integrate instrumental and vocal techniques, as well as artistry through group 
performance.  For example, in Ted Stringer’s and Malik Diva’s chorus classes at Northy 
and Westy, respectively, students learned how to synthesize text reading with music note 
reading.  In Alan Little’s percussion class at Easty, students integrated music elements, 
notation, and performance practice with sight singing of note values.   
In all the classes I observed, teachers demonstrated leadership by modeling 
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themselves through the performance of the difficult aspect of instruction before asking 
students to emulate them.  Ted Stringer of Northy, for example, modeled himself for 
students by singing the difficult aspects of “Walk Together.”  Alan Little led and 
encouraged students to coordinate music note reading with body movement at Easty.   
All the teachers critiqued pupils’ performance in a constructive and non-
demeaning manner.  Malik Diva of Westy, for example, critiqued students’ singing, 
stopping them when they made mistakes, and making them repeat the part until they sang 
to his satisfaction.  Onica Rise also critiqued her students constructively when they failed 
to perform “Shrek 2” music to her expectation at Easty.  I saw no evidence of the 
Wraparound in any of the instructions I observed, although, Donna Reese stated that she 
required it from all her teachers for each of the musical pieces featured in students’ 
concerts at Easty. 
Music literacy. Evidence of music literacy was apparent in all the classes I 
observed.  Students learned how to use and understand the language of music through 
music technology, reading, analysis, and evaluation of music notation.  This strand 
involved using history, music elements, notation, and vocabulary to attain literacy.   
At Southy, students in Jamie Dean’s computer music class used software to 
recognize and read basic music notes.  Tim Henock’s students read the scale from a 
music handout thereby developing basic reading skills of piano music.  Students learned 
that paying attention to music symbols such as fermata, fortissimo, and pianissimo 
ensures accurate interpretation of music scores.   
At Northy, John Wells’ students discussed the key, harmony, form, phrases and 
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melody, and tempo terms such as adagio, allegro, and presto. Ted Stringers’ pay attention 
to music symbols indicated in the score such as fermata, fortissimo, and pianissimo.  At 
Westy, Yusef Farhan’s students learned the similarity and the difference between a minor 
scale and a blues scale.   
Making connections. I observed only two instances where teachers focused on 
this strand, and both were at Easty.  In the first instance, the teacher, Onica Rise, made 
connection between music and film in her intermediate band class, instructing students 
that the role of music is to enhance film.  In the second instance, the teacher, Alan Little, 
made connection between music and dance in his percussion class, emphasizing that the 
role of music is to generate the rhythm that makes people want to dance. 
Career and lifelong learning. In one instance, a teacher focused briefly on this 
strand at Northy.  Students in Ted Stringer’s class learned that if they developed expertise 
in music performance, they could become future musicians of any music genre such as 
classical, jazz, popular, or country music.  The teacher focused instruction on various 
opportunities that are available to students in the music field beside music performance.  
Students learned that they could find opportunities in music companies that are in need of 
accountants, agents, and manager.  
Community and cultural resources.  None of the participants focused on this 
strand when I observed them.  The literature about standards stressed that students may 
not encounter instruction across all of the standards such as The Blueprint strands unless 
they take every music course the school offers (Conway, 2008a).  As stated in chapter 4, 
a study that is likely to reveal detailed information about all the strands would require 
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more extensive classroom observations than those undertaken in this study. 
Establishment of productive routines, students’ engagement, keeping students on 
task, addressing individual learner’s needs, and creating environment of mutual respect 
among students, as well as between teachers and students are all parts of General 
Hallmarks of Good Arts Pedagogy (New York City Department of Education, 2010).  It 
is this study’s finding that participants have demonstrated these qualities in regard to the 
implementation of strands such as Making Music and Music Literacy.  Making 
Connections and the Career and Lifelong Learning are strands that received less attention 
during participants’ classroom instruction in this study.   
The Barriers Obstructing Implementation of The Blueprint. 
In answering the questionnaires, 53 out of 55 music teachers responded that there 
was a barrier obstructing them from implementing The Blueprint and only two replied 
that there was no obstacle.  I selected eight music teachers for this collective case study.  
Six of them stated in the questionnaires that there was a barrier preventing them from 
implementing The Blueprint. During the interviews, however, most of the participating 
music teachers indicated that there was no major obstacle preventing them from 
implementing The Blueprint.  The interview and the questionnaire responses were 
inconsistent and contradictory.   
One possible explanation for the inconsistency and contradiction is that the 
participating music teachers might have been answering questions during the interviews 
fearing retribution from the administration.  They were fully aware that the NYCDOE 
and their schools’ principals signed the documents authorizing me to conduct the study.  
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Some of the participants probably believed that I was doing the research for the 
NYCDOE in spite of my effort to convince them otherwise.  The issue of trust might 
have played a significant role in their response to the interview questions.   
All music supervisors responded to their questionnaires that there is 
administrative support probably because they considered themselves as part of the 
administration.  However, despite his answer to the questionnaire, one music supervisor, 
Peter Allen of Southy, stated that the administrator of the school did not provide adequate 
resources such as music courses and music teachers.  Peter Allen recalled that when he 
first started as an assistant principal at Southy, he supervised four music teachers.  At the 
time of this study there were only two; one is a dean who teaches only two classes.  
Southy had only seven music classes for a population of 2,600 students.  (SSPA-I, 
12/20/10)  
Availability of resources and “demonstrable” administrative support are essential 
for proper and successful implementation of any policy (Klein & Knight, 2005, p. 245).  
The Blueprint is no exception.  Music educators in the New York City public high 
schools see administrative support as synonymous with the provision of funds, music 
program, music teachers to teach the classes, and adequate space to teach and learn 
music.  Only a few participants —all at Southy—stated that they lacked administrative 
support or resources. 
Peter Allen stated that The Blueprint can be implemented, but only if there is 
sufficient support.  He was not talking about the support from Southy, but support from 
the NYCDOE.  He believed that when the “budget axe falls, the arts, especially music,” 
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are the first to feel it (SSPA-I, 12/20/10).  Tim Henock stated that the “lack of band 
resources” at Southy and its offering of predominantly “survey of music courses” 
hindered his ability to keep up with The Blueprint’s making music strand (STTH-I, 
12/20/10).   
Research has indicated that time is a significant factor affecting policy 
implementation (e.g., Byo, 1999; Klein & Knight, 2005).  The literature also revealed 
that addressing all content standards would heavily tax instructors’ teaching time 
(Conway, 2008a).  With The Blueprint, it is essential that those teaching performance 
classes develop the wraparound for each music piece on which they are working.  
Developing the wraparound, however, requires time that is not always available for music 
educators to conduct serious research on what, when, where, why, and how the composer 
produced the musical piece.  There is also inadequate time for rehearsal in performance 
classes.   
Donna Reese emphasized that she expected music teachers to submit copies of 
their wraparounds to her for review and evaluation.  She stated that Easty had five 
ensembles in a winter concert, and each ensemble had four pieces resulting in twenty 
wraparounds for that one concert.  In addition to the “inadequate time for the wraparound 
and rehearsal” for music teachers, as a supervisor, she felt embarrassed at how long it 
took to “review, evaluate, and give feedback” for each wraparound (ESDR-I, 11/18/10).    
The demand to meet assessment standards in other subject areas sometimes 
obstructs implementation of music standards when those courses take priority over music 
(Phillips, 2008).  The time for core subjects prevailed over the time for music classes.  
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The scheduling of advanced placement classes took presidence over music in the New 
York City Public High Schools.  Valuing other subjects over music prevented the 
programming of advanced music students at the same time in the upper courses.  
Yusef Farhan of Westy pointed out that he could not get all the top instrument 
players at the same time because the time for his advance band class conflicted with the 
time for AP courses.  There were also AP courses preventing him from assembling all his 
band students after school.  Farhan stated that music students are held back when they 
cannot be scheduled at the same time as some courses because those courses were 
considered to be more important (WTYF-I, 01/10/11).  Jamie Dean stated that Southy did 
not keep students long enough in the keyboard class to develop their musical talents 
because they had so many other classes to take.  Dean associated this with Southy’s 
course programing, which did not allow students to take a music class for two years and 
really develop a talent to further the implementation of The Blueprint (STJD-I, 12/20/10). 
The NYCDOE did not mandate implementation of The Blueprint in music 
classrooms.  Therefore, it failed to ensure that every music teacher in the New York City 
Public School System implemented it.  Many New York City public high schools’ music 
educators are not implementing The Blueprint because there is no consequence for those 
who do not implement it.  There is no reward for those who do (ESDR-I, 11/18/10).    
The success of a music program in a school depends on how the principal 
perceives music.  Contrary to the general perception that the central education board is 
solely responsible for cutting music programs, evidence indicates that New York City 
Public School principals also determine which programs survives during the budget 
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crisis.  Peter Allen drew attention to the situation at Southy where the principal cut music 
classes and music teachers.  Evidence suggests that there was an active music program at 
Southy.  The music supervisor, Peter Allen, and the two remaining music teachers in the 
school, Tim Henock, and Jamie Dean were students when the music program flourished, 
and they attested to this.   
Music education in the NYCDOE schools, therefore, depends on the “values, 
proclivities, and skills of district superintendents and school principals” (Bodilly et al., 
2009, p. 49).  Research literature also suggested that if school officials find music 
programs relevant to their students’ need, they are less likely to cut them (Kos, 2007).  
Kos further suggested that music teachers’ active involvement in the school and music 
advocates’ contextualization of arguments in support of music programs are essential to 
ensure that music is relevant to their school’s needs. 
Policy implementation tends to be successful if employees perceive it as 
necessary (Klein & Knight, 2005).  For it to occur, employees must see implementation 
as a “top priority” rather than a hindrance to their “real work” performance (p. 245).  
Music educators, who were apprehensive about using The Blueprint, did not implement it 
because they saw it as a threat to their established method of teaching music.   
Employees often fail to engage in activities that they know would improve 
performance because they rigidly adhere to the past (Klein & Knight, 2005, p. 245).  
Yusef Farhan of Westy, for example, indicated that the facilitators of the professional 
development workshops he attended informed him that he was already implementing The 
Blueprint if he is an expeerienced music teacher.  Farhan stated that he developed his 
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teaching method over twenty years, and The Blueprint did not really influence how he 
taught music although he was happy that it exists (WTYF-I, 01/10/11).  John Wells of 
Northy did not see The Blueprint as a top prioritybecause he believed that the NYCDOE 
never followed through with its policies.  He explicitly critiqued The Blueprint as an 
ideology that did not work because the NYCDOE never followed through with it on a 
consistent basis (NTJW-I, 11/19/10). 
If all music educators in the NYCDOE are to apply The Blueprint, school 
principals must employ participatory approaches to its implementation.  Donna Reese of 
Easty attributed the lack of application to a lack of consequence or reward.  It may also 
be necessary for the NYCDOE to impose consequense on music educators who fail to 
implement The Blueprint and reward those who implement it. 
The Extent to Which The Blueprint Criteria are Used to Evaluate Music Teachers 
Evaluation of instruction enables teachers to implement professional practices that 
ascertain student success and ensure that districts get the proper return on their 
educational investment (Darling-Hammond, 2010).  The Blueprint, in this case, is the 
NYCDOE’s investment.  If the NYCDOE is to ensure that its students know and do what 
they should be able to do, music teachers should implement The Blueprint correctly.  To 
ensure proper implementation, evaluators of instruction must base evaluation on the 
criteria of The Blueprint.  The NYCDOE created evaluation criteria for The Blueprint six 
years after introducing it.   
In the New York City public high schools, music supervisors are responsible for 
the assessment of music instruction.  The ability to use The Blueprint’s criteria to 
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evaluate teachers depends on the  music supervisors’ knowledge of The Blueprint’s 
content-area and understanding of the evaluation process.  The evaluation of instruction 
requires expertise in the subject taught so that the evaluator can assess instructional 
quality accurately (Doerksen, 2006; Matsumura et al., 2006).   
The NYCDOE evaluators of music instruction, whether certified in music or not, 
could not have understood The Blueprint’s official evaluation process for the first six 
years because it was not available to them.  During the interview for this study, all the 
music supervisors said that they were not aware of the documents containing The 
Blueprint’s official evaluation process.  The Manual and the Music Reflection Tools: 
High School Level are the documents, and the NYCDOE did not publish them until 2010.  
The finding here, therefore, is that the music supervisors did not use the criteria from The 
Blueprint to evaluate music teachers.   
The Credentials of Those Who Supervise Music Teachers 
In the New York City public high schools, there are two types of music 
supervisors—those with music credentials and those without music credentials.  The 
ability to institute and direct the implementation of change is an important credential of a 
supervisor (Blumberg, 1974; Grimmet et al., 1992; Martin et al., 1978).  I found in this 
study that some of the music supervisors, for example, Anita Roy of Northy and Peter 
Allen of Southy, lack the knowledge, understanding and training of The Blueprint.   
The fact that the music supervisors at Easty and Westy had music credentials is 
not a coincidence.  Historically, all the music supervisors at Easty have been certified 
Assistant Principals of Music.  Westy is a new school purposely created for the arts, and 
  
198
it is only reasonable that the arts supervisor in such a school should be a certified 
Assistant Principals of the Arts.  Although the music supervisors at Easty and Westy 
were certified Assistant Principals of Music, it did not mean that there was better 
implementation of The Blueprint in those schools than at Southy and Northy where the 
music supervisors lack music credentials. 
Absence of The Blueprint’s training for music supervisors prevented the 
supervision and direction of its implementation.  Such lack of training has led to the 
misconception that the size of a music department determines the implementation of The 
Blueprint.  For example, Peter Allen felt that it was difficult to implement The Blueprint 
at Southy because the school had a small music department.   
Directing the implementation of The Blueprint should not be confused with 
evaluating music teachers based on the criteria of The Blueprint.  It is possible to lead the 
implementation of The Blueprint if the music supervisor is familiar with and possesses 
knowledge and understanding of The Blueprint.  However, proper evaluation based on 
the criteria of The Blueprint requires the knowledge and understanding of The Manual 
and the Music Reflection Tools.   
Implications 
I undertook this study mainly to examine The Blueprint—the local music 
education standards of the NYCDOE—within the policy implementation framework 
(Brynard, 2005; Klein & Knight, 2005).  The examination included the extent of music 
teachers’ and music supervisors’ familiarity, knowledge, understanding, and subject 
matter competence of The Blueprint.  It also included how the New York City public high 
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school music teachers implemented it through their music offerings, and whether  there 
were barriers obstructing music teachers’ from implementing it in the classrooms.  I 
sought to examine whether or not music supervisors evaluate music teachers based on its 
criteria.  I also wanted to know about the qualification and credentials of the assistant 
principals of music and the manner in which they supervised The Blueprint in the New 
York City public high schools.  
Previous Improvements 
The NYCDOE officially introduced The Blueprint to the arts community in 2004.  
The NYCDOE has attempted to make various improvements since the introduction.  
Some of the improvements it achieved were to the written policy as well as its 
implementation. 
Written policy. The analytical generation of policy implementation research 
focuses on understanding how implementation of policy works in general and how 
policymakers may improve it.  It implies that formulation and implementation of policies 
are not necessarily consecutive but parallel processes in many cases (Brynard, 2005).  As 
a written policy, The Blueprint has continued to grow during implementation.  However, 
those at the top of an organization’s hierarchy usually make the decision to adopt a policy 
rather than those who implement it (Klein & Knight, 2005).  This study revealed that 
during a professional development workshop, the facilitators asked music teachers to help 
develop The Blueprint by designing lesson plans that fit the strands, as Alan Little of 
Easty pointed out in Chapter 4.   
Including music educators in the policymaking process will give them ownership 
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and it is likely to increase their participation in implementing the policy if policymakers 
include them during the creation rather than during training for the implementation.  
Music educators’ involvement in the creation process of The Blueprint may prevent 
individual perception and interpretation of it as an ideology.  One of the participants, 
John Wells of Northy, held such view.  Implementers’ involvement in creating The 
Blueprint may also spare the NYCDOE the criticism that the professional development 
workshop facilitators it employs lack knowledge of the New York City Public School 
System.  
Policy implementation suffers if policymakers do not allow employees to drive 
the process (Brynard, 2005; Khosa, 2003).  The New York City public school leaders 
wanted to understand the subject matter of the arts to enable them to institute art 
programs in their schools (Logan, 2009).  The quest for the proper institution, 
implementation, and supervision of the arts led to the creation of The Manual (New York 
City Department of Education, 2010).  Despite the outcry of school leaders and the 
establishment of The Manual, all the participating music supervisors in this study stated 
that they were not aware of The Manual because the NYCDOE did not notify them of its 
existence and availability.   
Critics have emphasized that the NYCDOE has historically been weak in 
providing professional development and information on arts education for its principals 
and assistant principals (Logan, 2009).  NYCDOE-OASP instituted professional 
development specifically for school leaders through a grant from the Shubert Foundation 
in 2010.  None of the supervisors in this study attended because they were not aware of 
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the professional development workshop.  Policymakers need to advertize the creation or 
adoption of a policy, and professional development workshops relating to the innovation, 
especially to those entities they expect to implement it.  
Implementation. One of the causes of policy and implementation discrepancies 
is a lack of managerial expertise (Brynard, 2005; Khosa, 2003).  The NYCDOE expected 
music supervisors to direct music departments and supervise the implementation of The 
Blueprint in its public schools.  Two of the assistant principals of music in this study, 
Peter Allen of Southy and Anita Roy of Northy, lacked credentials as music supervisor.   
Although the NYCDOE expected music teachers to be experts in their field, it did 
not require expertise from assistant principals of music.  The two music supervisors 
mentioned here, Peter Allen and Anita Roy, did not possess subject matter competence in 
music education or The Blueprint.  It is essential that the NYCDOE employs qualified 
music supervisors to supervise expert music teachers.  Doing so may improve 
implementation of music standards such as The Blueprint. 
Increased opportunity to learn about policy and what it entails is the “antidote to 
implementation problems” rather than authority and power (Hill, 2003, p. 278).  This 
study showed that the NYCDOE empowered music supervisors to run the music 
departments in various schools, but it made no effort to train them.  All assistant 
principals of music, whether certified in music or not, should have received training 
about The Blueprint before the music teachers they supervised.  It is essential that the 
NYCDOE, with the cooperation of school principals, invites all music supervisors and 
provide them with the training about The Blueprint and its implementation. 
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Recommendations for Further Improvement 
Written policy. One of the causes of discrepancies between policy and 
implementation is a policy that is unrealistic (Brynard, 2005; Khosa, 2003).  Donna 
Reese, a participant from Easty high school, insisted that the reason music teachers do not 
implement The Blueprint is because there is neither consequence nor reward for doing so.  
John Wells, a participant from Northy high school, alleged that the NYCDOE never 
followed through on any of its policies.  It is essential that the NYCDOE changes its 
written policy that currently makes the implementation of The Blueprint discretionary for 
music educators in the New York City Public Schools.   
Creation without implementation is likely to render a policy redundant, null, and 
void.  I mentioned in the first Chapter that the coexistence of national and state standards 
created potential confusion for educators who must decide which standards to implement.  
Such confusion can be avoided by making the implementation of The Blueprint 
mandatory for all teachers of the arts, and it may encourage all music educators to adhere 
to a uniform standards.   
Uniformity is one of the reasons why policymakers create standards.  It is 
important that all students are learning what they should know and be able to do in the 
arts in a uniform manner.  Implementation of uniform standards does not mean that music 
educators should be prevented from having the freedom to explore and be creative in 
their classrooms.  
The establishment of the chancellor’s endorsed diploma is a step towards 
instituting the arts assessment that is comparable to the state’s assessment for core 
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subjects.  Easty is among the few high schools that have implemented it.  The NYCDOE 
should require that all high schools with arts programs participate in the Chancellor’s exit 
examination, which culminates in the Chancellor’s endorsed high school diploma.  If 
schools implement the Chancellor’s exit examination correctly, other New York State 
local education districts may emulate the NYCDOE leading to advocacy for Regents’ 
examination for the arts.  Such advocacy may lend credibility and more funding for the 
arts statewide.   
Implementation. In addition to the improvements that the NYCDOE has already 
made to The Blueprint, the suggestions offered here may be of value to its application and 
the implementation of standards, in general.  It is essential that every public school in 
New York City and every arts educator employed by the NYCDOE prioritize 
implementation of arts standards.  If the policymakers considered it important enough to 
create standards for the often-ignored arts, arts educators should welcome the opportunity 
and implement them even if they are imperfect.  Although not everyone believes in The 
Blueprint, music teachers such as John Wells and Yusuf Farhan, who were resistant to 
change because of their beliefs, should understand that they need The Blueprint to 
ascertain uniformity, despite their needs to be creative and the freedom to explore in their 
own classrooms. 
Most of the participants stated that they benefited from professional development 
sessions for The Blueprint.  However, Donna Reese’s primary concern was that the 
NYDCOE did not design many of the workshops’ themes with the specific intent of 
orienting new teachers with The Blueprint (ESDR-I, 11/18/10).  The NYCDOE should 
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create different levels of professional development sessions to ascertain that new arts 
teachers receive orientation towards The Blueprint to ensure familiarity with and possess 
the knowledge, understanding, and subject matter competence of The Blueprint.  The 
different levels of professional development sessions will enable experienced teachers of 
arts such as Yusuf Farhan to continue receiving updated information about The Blueprint.  
Professional development workshops must be a mandatory requirement for all teachers of 
the arts, and supervisors of the arts must ensure that each teacher completes all levels.  
The NYCDOE must also create different levels of professional development 
sessions for all those who supervise the arts.  If hiring supervisors with credentials in the 
arts is not a feasible option, the NYCDOE should create select professional development 
workshops for supervisors without a credential in the arts.  In addition to the unique 
professional development workshops, there should be an arts director whose duty is to 
monitor the activities of the supervisors without arts credential in each district.  All music 
supervisors should be required to attend The Blueprint’s orientation workshop so that 
they can become familiar with; possess the knowledge, understanding, and subject matter 
competence of The Blueprint and The Manual.  
It is important that the music supervisors fully understand the intricacies of 
teaching instrumental and vocal music classes to avoid decisions that are detrimental to 
the program.  For example, in the attempt to improve reading and writing in schools, 
some administrators preferred Survey of Music, which is a music appreciation course, to 
the exclusion of instrumental or vocal music classes.  Tim Henock stated that this was the 
policy at Southy.  While such policies may improve writing across curricula, it defeats 
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the purpose of the performing art.  In such situations, music becomes a means to an end 
rather than an end in itself.  If writing is necessary, music educators could accomplish 
such aspect by implementing writing activities through the Wraparound.  
The art of teaching and learning general, instrumental, and vocal music is part of 
literacy.  During the introductory professional development for The Blueprint, the 
NYCDOE and the facilitators of the workshops distributed pamphlets designed to show 
music teachers how they could apply the wraparound.  The pamphlet was titled, “Simple 
Gifts,” (see Appendix B).  Although the content was for upper elementary vocal, choral, 
and general music, it incorporates several aspects of literacy such as research, writing, 
listening, and critical thinking. 
Curriculum mapping is an appropriate material that a music teacher can use to 
plan lessons for a music class.  An example is published on the NYCDOE website (see 
Appendix C) for a performance music class in a high school.  Using these resources is 
likely to improve implementation of The Blueprint.     
Recommendations for Future Research 
In this study, I focused on the implementation of The Blueprint in the public high 
schools of New York City only.  Studies on the implementation of The Blueprint in the 
public elementary schools and the public middle schools of New York City would benefit 
the students, music educators, policymakers, the NYCDOE, and the research community.  
This study only concentrated on the implementation of the music aspect of The Blueprint.  
Studies of a comparable nature of The Blueprint in other areas of the arts would give a 
complete overview of the state of the arts in the New York City public schools.   
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The main reason the NYCDOE cited for creating The Blueprint was that the New 
York State Standards for the Arts were too basic and that they were not rigorous enough.  
The NYCDOE stated that The Blueprint goes beyond the New York State Standards for 
the Arts because it offers concrete approaches to the teaching of the art form at varying 
grade levels (Cebter for Arts Education, 2004).  A study that explores how rigorous The 
Blueprint standards are in comparison with the New York State Standards for the Arts, 
and the National Standards for the Arts would illuminate the arts standards as a whole.  
I conducted this study using the collective case study approach; a qualitative 
method that required a small number of participants because I wanted detailed data about 
a smaller number of schools and music educators.  I pointed out instances of the 
contradictory statements between participants’ answers in the questionnaire and interview 
answers.  I associated the contradiction to possible fear of retribution from the 
administration.   
In a quantitative approach such as the survey, it is possible to measure the 
reactions of many respondents to a predetermined set of questions to enable comparison 
and statistical aggregation of the data (Patton, 1990).  Using a quantitative method will 
require more schools and music educators who implement standards than I employed in 
this study.  Anonymity of a large-scale survey may yield more reliable information.  
Quantitative research that focuses on breadth rather than depth may yield a different 
insight to the study of The Blueprint and its implementation.   
I used the questionnaires in this study, but not in the same way Quantitative 
researchers use it.  I employed it as a screening tool to recruit participants for the case 
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study aspect at the beginning of my study.  While qualitative approach focuses on depth, 
quantitative study concentrates on breath of data in answering research questions.  Mixed 
methods approaches combine the qualitative and quantitative approaches for research 
purpose (Creswell, 2009).  Using such method for the study of The Blueprint is likely to 
provide an interesting result.  
This study focused exclusively on how music teachers and music supervisors 
implemented The Blueprint in the New York City Public High Schools.  In Chapter 4, I 
accompanied each teacher’s classroom activity with how students responded to the 
instruction during my observation.  A study that focuses on students by demonstrating 
their experience in relation to The Blueprint would illuminate how they respond to and 
perceive standards. 
Conclusion 
As long as standards continue to “improve the quality of life,” they will continue 
to be an integral part of education as in other areas of life (Ravitch, 1995, p. 9).  Because 
standards remain a viable educational reform option for nations, states, and local 
education districts that are seeking improvement in education, policymakers will continue 
to gravitate toward them (Massell, 2008).  Standards will remain the “central framework” 
guiding school policies and practice, and policymakers will continue to create new 
standards under the new umbrella in their attempt to solve education problems (p. 2).  
The latest example of policy that confirms the viability of standards is the common core, 
which the national policymakers created to improve the standards of American education.   
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Although national and state policymakers continue to create standard-based 
policies, scholars have reiterated that such standards are often “distant” to the teachers 
who implement the policies (Swanson & Stevenson, 2002).  Such policies are “weak 
levers” for instituting meaningful changes in the essential educational activities (p. 17).  
Such standard-based systems also tend to lack “flexibility and creativity” (Massell, 2008, 
p. 3) as well as rigor and specificity (New York City Department of Education, n.d.-a).  
Local school districts, however, are in a position to create standards that match the 
characteristics of their schools; The Blueprint is a notable example.  
When a local educational community establishes its standards, such standards are 
unique to its schools.  According to research findings, localized forces dominate the 
process of educational change (Ogawa et al., 2003).  Furthermore, local school systems 
tend to “adapt education policies to the characteristics of their population” (Spring, 1988, 
p. 93).  Innovation of teaching and learning policy, whether at national, state or local 
district level, requires implementation at the local level.   
An education institution must be able to reap the benefits of the policies it creates.  
If it does not reap the benefits of the policies it creates, it is not because the plan failed; 
rather, it is due to the failure to gain “targeted employees’ skilled, consistent, and 
committed” use of the policy—an implementation failure (Klein & Knight, p. 243).  
Implementation failure can be avoided by making it compulsory for all employees to 
implement the policy rather than a choice.  Among the factors that could ensure policy’s 
success are practices and beliefs that support and enable music educators to learn, grow, 
and develop skills they need to implement the policy.   
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Firm, sequential, well organized, and interesting professional development 
sessions are likely to make music educators eager to take risks.  Music educators are 
unlikely to be constrained by fear of failure should they choose to engage in 
experimentation relating to the implementation.  Such experimentation by those 
implementing the policy may generate ideas and enthusiasm that may result in its greater 
success.   
A “skillful, internalized, and committed” policy implementation requires a 
climate that fits the values of those implementing it (Klein & Sorra, 1996, p. 1062).  Such 
condition is likely to make implementation successful.  Other actions on the part of 
policymakers that may ensure a successful policy are the funding, strong administrative 
support, time, active supervision of the implementation, and constant evaluation of the 
policy and its implementation. 
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APPENDIX A 
The Blueprint for Teaching and Learning in Music: New York City Standards for 
Music Education 
 
12th Grade - Music Making  
A complete music-making experience includes opportunities for: 
 Hands-on and interactive learning 
 Self-expression 
 Reflection 
 
Benchmark: 
Students synthesize elements of music, notation, and performance practice. 
Students will be able to: 
 recognize form and structure through playing traditional and non-traditional 
instruments and/or singing 
 develop polyrhythmic compositions using instruments, tapping, or clapping 
 perform and master repertoire with attention to dynamics, tempo, articulation, and 
phrasing 
 
In addition to Core Music Indicators, if studying Vocal Music, students also will be 
able to: 
 adapt their performance to the requirements of a variety of vocal ensembles 
 perform at sight a piece with accurate tempo, balance, dynamics, expression, 
articulation, and intonation 
 sing in tune 
 
In addition to Core Music Indicators, if studying Instrumental Music, students also 
will be able to: 
 adapt their performance to the requirements of a variety of instrumental 
ensembles 
 perform at sight a piece with accurate tempo, balance, dynamics, expression, 
articulation, and intonation 
 tune their instruments with accuracy 
 
Benchmark: 
Students emerge as artists through performance, improvisation, and composition. 
Students will be able to: 
 perform repertoire with authentic interpretation with regard to style and 
expression 
 arrange or compose and perform a piece based on any genre, with authentic 
interpretation regarding style and expression 
 create musical structure and improvise within it 
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In addition to Core Music Indicators, if studying Vocal Music, students also will be 
able to: 
 improvise while performing folk songs, pop tunes, jazz pieces, and spirituals 
 
In addition to Core Music Indicators, if studying Instrumental Music, students also 
will be able to: 
 improvise in various keys with chord substitutions 
 
Benchmark: 
Students integrate vocal and instrumental technique, artistry, historical context, and 
performance practice. 
Students will be able to: 
 make musical choices through the exploration of voices and instruments 
 apply conducting gestures while singing, playing, and moving 
 
In addition to Core Music Indicators, if studying Vocal Music, students also will be 
able to: 
 create assessment tools to evaluate and make improvements in vocal technique 
 
In addition to Core Music Indicators, if studying Instrumental Music, students also 
will be able to: 
 create assessment tools to evaluate and make improvements in instrumental 
technique 
 
Benchmark: 
Students assume leadership roles specific to performance, ensemble, and classroom. 
Students will be able to: 
 determine musical goals, process, and outcomes for specific repertoire and/or 
organizing performances 
 utilize instruments and technology to create and present original work 
 
Benchmark: 
Students create and critique ensemble music-making procedures and behaviors. 
Students will be able to: 
 create assessment tools to evaluate presentations 
 
Core Music Learning Opportunities 
Have students: 
 select a piece learned in class and create an arrangement, changing it to a genre of 
the student’s choice. Using the body, voice, and classroom instruments, the 
student will perform his or her arrangement and show expression and style 
appropriate to that genre 
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 construct a 12-bar blues—including lyrics that are sensitive to the meaning and 
feeling of the text—that shows an understanding of the harmonic construction and 
rhyme scheme of a blues song 
 select a poem to create a composition using music software 
 discuss qualities of a good presentation and create a rubric for classroom use 
 pick a particular genre, such as Dixieland jazz, and have students, in small groups, 
write a short story about a particular piece and present it to the class in the form of 
a one-act play 
 choose a popular song from a world culture or American R&B/folk/theater genres 
(e.g., “Ray’s Rockhouse” by Ray Charles, “Times They Are A-Changin’” by Bob 
Dylan, “Bui-Doi” from Miss Saigon), and sing and perform with attention to 
musical expression, style, performance practice, breathing, posture, tone, and 
quality 
 create a rhythmic accompaniment for an 8- to 16-bar ABA/AABB repeated 
cadence using percussion instruments like djembe, talking drums, shekeres, 
gongokui, clave, dumbek, conga, bongos, etc. 
 
Vocal Music Learning Opportunities 
In addition to Core Learning Opportunities, have students: 
 perform a composition such as “O Vos Omnes” by Pablo Casals, making musical 
choices that result in authentic interpretation 
 select a NYSSMA Level IV composition (e.g., “Sine Nomine” by Ralph Vaughan 
Williams) to sight-read 
 improvise over melodic line in pieces such as “Tuxedo Junction” (Hawkins, 
Feyne), arranged by Jerry Nowak, (NYSSMA Level IV) or “All Is Fair in Love” 
by Stevie Wonder 
 
Instrumental Music Learning Opportunities 
In addition to Core Learning Opportunities, have students: 
 play “Brandenburg” Concerto No. 3 by J. S. Bach. Perform the first time through, 
ignoring all dynamic and stylistic markings. For the second time through, have 
students execute dynamic and stylistic markings as written 
 conduct rehearsals of “Brandenburg” Concerto No. 3 with appropriate gestures 
for the dynamic contrasts and solo versus tutti sections 
 demonstrate and articulate the preferred placement of the bow for the 
“Brandenburg” and how it differs from playing a piece such as Mozart’s “Eine 
Kleine Nachtmusik.” 
 listen to different sections of the ensemble perform a designated passage. Students 
identify fluctuating degrees of accuracy and establish a rubric for the absence of 
accuracy versus the presence of accuracy and articulation 
 determine how the use of accurate articulation can affect the musicality and spirit 
of a march 
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12th Grade - Music Literacy 
A complete education in music develops the ability to use and understand the language of 
music through: 
 Listening and responding to live and recorded repertoire 
 Notation, recording, and music technology 
 Description, analysis, and evaluation 
 
Benchmark:  
Students develop expertise in music in the following areas: 
 
Elements, Notation, 
and 
Vocabulary 
Genre and Style Instruments, 
Voices, and 
Ensembles 
Production and 
Technology 
Students will be 
able to: 
1. evaluate repertoire 
using the language of 
music. 
2. notate what they 
hear. 
3. read and sight-sing 
diatonic 
melodies with a 
variety of rhythmic 
values. 
4. recognize, 
identify, and notate 
the pitches of the 
treble and bass 
staves, and become 
familiar with other 
clefs. 
5. listen to live or 
recorded 
performances of 
different music (e.g., 
jazz and classical), 
compare and 
describe using 
vocabulary such as: 
polyphonic and 
homophonic, 
staccato and legato, 
major and minor. 
Students will be able 
to: 
1. evaluate repertoire for 
expressive qualities 
2. use specific music 
terminology to describe 
how composers use 
dynamics, range, 
rhythm, instrumentation, 
etc. to achieve a musical 
effect in a selected 
repertoire. 
3. perform and discuss 
music with attention to 
forms, such as: binary, 
ternary, rondo, and 
popular song in verse. 
4. verbalize, either orally 
or in writing, a detailed 
emotional response to a 
variety of traditional and 
nontraditional genres of 
music. 
5. describe similarities 
and differences in the 
way diverse composers 
utilize musical elements 
6. describe origins and 
importance of musical 
styles and instruments of 
various cultures 
Students will be 
able to: 
1. analyze how 
voices and 
instruments are 
used in repertoire 
2. create an 
original 
composition, 
combining voices 
and instruments 
Students will be 
able to: 
1. plan and produce 
performance events. 
2. participate in key 
roles in a variety of 
musical events in 
their school and 
community. 
3. use music 
technology tools to 
read, write, and 
analyze music. 
4. create and perform 
an original piece of 
music that employs 
standard notation 
using composition 
software. 
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7. articulate personal 
connections and 
responses using 
appropriate musical 
terminology after 
performing and listening 
to a variety of musical 
repertoires 
 
Benchmark: 
Students develop expertise in music. 
In addition to Core Music Indicators, if studying Vocal Music, students also will be able 
to: 
 Integrate vocal technique and musicianship in performance. 
 Read a contemporary score with traditional and non-traditional or inverted 
markings. 
 Read and perform mixed meter scores. 
 Change score markings according to direction. 
 Recognize, notate, and perform complex rhythms with dependable accuracy. 
 Demonstrate proficiency sight-reading complex rhythms and melodies. 
 analyze form in writing and discussion using musical vocabulary 
 Distinguish between song styles: aria, art, folk, jazz, musical theater, and popular. 
 Critique performance quality in writing and discussion: make corrections in vocal 
quality (breath, articulation, tone), improve use of vocabulary (tempo, dynamics, 
pitch, timbre), and refine performance. 
 Make personal connections in writing and discussion: connect text and music to 
dramatic purpose, express text through personal experience, and identify how tone 
color changes interpretation. 
 
In addition to Core Music Indicators, if studying Instrumental Music, students also will 
be able to: 
 Understand and describe the meaning of symbols and music vocabulary 
(dynamics, rhythm, pitch, tempo markings, articulation) encountered while 
following a score of a work from their instrumental repertoire. 
 Compare and contrast different versions of a melody that they read and perform. 
 Identify all Major and minor key signatures. 
 Read and understand a variety of time signatures in compound and simple meters. 
 Articulate personal connections and responses, using appropriate musical 
terminology, after performing and listening to instrumental repertoire. 
 Recognize and perform the following rhythms and time signatures: quarter-note 
triplet, 5/4, 6/4, 5/8, 7/8, 9/8, 12/8. 
 Recognize abbreviated notation. 
 Identify basic terminology and tempo markings: tempo (vivo, lento, vivace, grave, 
largo, larghetto); dynamics (ppp, fff, pppp, ffff); articulations and stylistic devices 
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(rubato, tenuto, piu mosso, meno mosso, stringendo, morendo, attaca, senza, 
subito, glissando, tranquillo, alla marcia, grandioso, sostenuto, pesante, brillante, 
appassianato, leggiero, semplice, sempre, scherzando, giocoso portamento, 
staccato, slur, segue); general transposition /transpose, tacet, interval, phrase, 
cadence). 
 Analyze composition structures: chorale prelude, overture, national forms (polka, 
bolero, etc.), suite, ballad/air, sonata-allegro, fugue, fantasy, toccata, concerto, 
and chaconne/passacaglia. 
 Critique individual and group performance in writing and discussion. 
 Make personal connections: compare personal interpretation with the composer’s 
intention; compare tempi, dynamics, articulations, stylistic devices, and phrasing 
between pieces and performances. 
 
Core Music Learning Opportunities 
Have students: 
 Describe, using appropriate musical vocabulary, the similarities and differences 
between two genres of music, such as opera and musical theater, e.g., La Boheme 
(Puccini) and Rent (Larson), or Madame Butterfly (Puccini) and Miss Saigon 
(Boubilil/Schonberg). Discussion might include: setting of text, use of spoken 
word, vocal range, and musical representation of characters. 
 Keep a listening log—to develop critical listening skills and fluency in music 
vocabulary— of music by varied composers such as Ludwig van Beethoven, 
Charlie Parker, Duke Ellington, and Aaron Copland, among others. Discuss and 
write about ways diverse composers use the elements of music. 
 
Vocal Music Learning Opportunities 
In addition to Core Learning Opportunities, have students: 
 Listen to recordings of “Georgia on My Mind” (Carmichael, Gorrell) performed 
by various artists. Discuss the feelings they evoke. Sing this song and discuss how 
the recorded versions impact the expressiveness of the performed version. 
 Follow all parts in a choral score being rehearsed. Be aware of rhythm, phrasing, 
and entrances of all voice parts. 
 Use computer software to reinforce the sight-singing skills being developed in 
rehearsal. 
 Listen to performances of choral ensembles (live or recorded) with attention to 
details such as: tone quality, sense of ensemble, voicing, articulation, phrasing, 
breath, expression of the text, range or tessitura, and artistry. Discuss and/or write 
a response. 
 
Instrumental Music Learning Opportunities 
In addition to Core Learning Opportunities, have students: 
 Compare and contrast recordings of instrumental works such as Beethoven’s 
Seventh Symphony by similar ensembles. Follow the score of an instrumental 
arrangement such as “I’ve Got Rhythm” Variations for Orchestra (music by 
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George Gershwin). Demonstrate understanding of the symbols and vocabulary of 
music notation that influence instrumentalists, such as dynamics (pp, crescendo, 
ff), rhythm (note values, rests, time signatures), pitch (following a melodic line), 
tempo markings (allegro, adagio), and articulation (legato, staccato). 
 Correctly identify elements such as instrumentation, clefs, texture, and key. 
 Decode a score, using appropriate vocabulary to describe events in the music, 
such as: “There is a crescendo in the second system, measure 3, in the flute part.” 
 
12th Grade - Making Connections 
A complete musical experience is enriched by making connections: 
 Recognizing parallels between music and other disciplines 
 Gaining an understanding of the cultural and historical context of music 
 Exploring personal connections with music 
 
Benchmark: 
Students demonstrate an understanding of correlations to music’s role in society in a 
variety of contexts. 
Students will be able to: 
 Identify corresponding elements within representations of music, visual arts, 
dance, and architecture, such as form, color, texture. 
 Integrate multiple bodies of knowledge to demonstrate how they relate to one 
another (e.g., Shakespeare and Mendelssohn, or Picasso and Stravinsky). 
 
Benchmark: 
Students demonstrate an understanding of the ways in which musical elements, artistic 
development, and processes interrelate. 
Students will be able to: 
 Articulate the impact of a performance using appropriate, specific vocabulary and 
language. 
 
Benchmark: 
Students creatively express their personal connections to a wide variety of musical styles. 
Students will be able to: 
 Identify and classify a variety of musical styles and genres with supportive 
explanations of how they are distinct from one another. 
 
Core Music Learning Opportunities 
Have students: 
 Develop a multi-arts project involving a museum exhibition, a dance 
performance, and appropriate, related musical selections. For example, schedule a 
class trip to the Museum of Modern Art to view Jacob Lawrence’s Migration 
Series. Follow with DVD viewing of the Alvin Ailey Dance Company performing 
Revelations. 
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 Discuss the impact of Southern migration on New York City and other urban 
cities, and have students sing the spirituals “Wade in the Water” and “Rock-A-
My-Soul” with added percussion accompaniment. 
 Discuss the ways in which Revelations’ characters may relate to Jacob 
Lawrence’s subjects, and how the music is a bridge between them. 
 Prepare oral and written critiques of artistic experiences and opportunities. 
Critiques will utilize language appropriate to the art form, and each will describe, 
assess, and provide personal responses to the artistic experiences. 
 Research, prepare, and deliver an oral class presentation on the history, culture, 
geography, politics, music history, and state of the arts of a specific country.  
Students may incorporate a variety of multi-sensory experiences in the 
presentation. Food, music, dress, instruments, geographic location of a country, 
etc. will be addressed in the presentation. 
 
12th Grade - Community and Cultural Resources 
A complete musical education includes establishing relationships among: 
 The classroom 
 New York City 
 The global cultural community 
 
Benchmark: 
Students develop awareness of issues that shape and affect various musical 
communications in the world. 
Students will be able to: 
 Debate methods of musical distribution. Discuss how musical forms and cultural 
elements are appropriated in the creation of contemporary music. Debate the 
ethics of these practices. 
 Critique a guest artist’s presentation. 
 
Benchmark: 
Students select cultural opportunities as informed consumers or participants. 
Students will be able to: 
 Identify immediate and long-term musical interests. 
 Select appropriate community resources to fulfill these interests. 
 Justify their listening choices. 
 
Benchmark: 
Students express informed opinions 
Students will be able to: 
 Evaluate exemplary performances. 
 Discriminate between artistic and technical excellence. 
 Defend their critique of music selections. 
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Core Music Learning Opportunities 
Have students: 
 Work with the music teacher and teaching artists to develop their personal 
musical “voice.” For example:  
 an instrumentalist providing opportunities for sectionals, master classes, 
and workshops  
 a musician whose skills complement those of the music teacher offering 
particular needed expertise  
 a singer working with individuals to develop solo repertoire 
 a jazz musician facilitating a students’ workshop on improvisation or scat 
singing 
 a composer helping facilitate the composition and performance of a new 
piece for small or large ensemble 
 Consult local listings of cultural events in the community and throughout the city. 
Utilize resources such as free concerts, student rush tickets, open rehearsals, and 
online listings to find opportunities. 
 Recognize and model high standards of musical performance. 
 Visit exemplary college/university programs and share findings with younger 
students. 
 Collaborate research, production, and performance utilizing the resources within 
the arts community of New York City. 
 
12th Grade - Careers and Lifelong Learning 
A complete musical education will result in a lifelong relationship with music in one or 
all of the following capacities: 
 Professional 
 Avocational 
 Consumer-related 
 
Benchmark: 
Students demonstrate lifelong music involvement. 
Students will be able to: 
 Participate in a variety of musical events in their school and community. 
 Forecast the role music will play in their lives. 
 
Core Music Learning Opportunities 
Have students: 
 Create a musical production company to produce a holiday or spring concert. 
Assume any of the following roles and discuss the qualities needed to carry them 
out successfully: producer, stage manager, disc jockey, marketing director, 
program developer, costume designer, set designer, set builder, performer. 
 Research occupations in the music industry. Include job descriptions and salary 
ranges in the research. 
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 Research, in collaboration with the guidance counselor, opportunities for 
internships and summer jobs in the New York City cultural and arts business 
community. 
 Perform with friends in their own music groups, participating in school talent 
shows and fund-raising events. 
 Play in the high school marching band. 
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APPENDIX B 
New York City Department of Education 
Blueprint Repertoire Series 
 
Simple Gifts  
Traditional Shaker Song 
 
 
 
 
 
 
Upper Elementary 
Vocal/Choral/General Music
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The Blueprint Repertoire Series contains songs and instrumental pieces with particularly 
rick opportunities in all five strands of learning in music: 
I. Music Making 
II. Music Literacy 
III. Making Connections 
IV. Using Cultural and Community Resources 
V. Careers and Lifelong Learning 
These pieces come with a concise set of notes to support teachers striving to make each 
musical experience rich, engaging, and dynamic.  
Simple Gifts 
Performance notes: This is a traditional Shaker song created both as a work song and a 
hymn, which reflects the two most important elements of the shaker way of life – work 
and prayer. Although an in-depth exploration of the Shaker lifestyle is not essential, an 
understanding of the core beliefs that shaped their lives gives some insight into how the 
song was intended to be performed. Known for their simplicity in all things from clothing 
to food, the Shakers were given their name because of their fervent shaking and spinning 
during prayer. This is referred to at the end of the song (“to turn, turn will be our 
delight…”) and is also reflected in the whirling melody, which moves up and down in a 
mostly step-wise motion. The song’s steady, heavy beat appears to be imitating the 
stomping pulse of work, while the swaying rhythms are reflective of their dancing prayer. 
In performing the song, then, it’s important to avoid flourishes, extreme changes in 
dynamics, and heightened expressiveness, to adhere strictly to the regular meter, and to 
articulate each note precisely and accurately.  
Making Music 
Simple Gifts can be used to develop and reinforce skills such as good diction, blending, 
breathing, support, and pitch. Warm-up exercises should contrast stepwise motion with 
skipping intervals. The perfect fourth interval should be emphasized in particular. A full 
octave vocal range should be developed during the warm-ups, and rhythmic warm-ups 
should include eighth, quarter, dotted quarter, and half notes. Students may sing the tune 
against appropriate tonic – dominant patterns which may be either sung by the teacher or 
played on a melodic instrument. The students can internalize the simplicity of the meter 
and rhythms through learning some simple dance steps. Arrangements or variations of the 
tune may be created by the students using recorder, voice and percussion. Other Shaker 
poems such as “I Will Bow and Be Simple” (see appendix) may be introduced and 
original melodies may be composed by the students based on the new text. Compositional 
software such as Music Ace II may facilitate the composing and arranging process.  
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Music Literacy 
While learning this song, students will analyze the melody for steps and skips. They will 
also begin to recognize steps and skips while reading the musical notation. Other songs 
from the Shaker tradition, such as “How Can I Keep from Singing” should be introduced 
and compared to “Simple Gifts” so that the characteristics of Shaker songs are evident. 
The recording of the “Simple Gifts Variations” from Appalachian Spring (1944) by 
Aaron Copland should also be studied. While listening, observe changes in dynamic, 
tempo, rhythm, orchestration and timbre. Musical terms which may be addressed during 
the listening and performance process include:  
• Fermata 
• Ritardando 
• Legato 
• Accents 
• Dynamics 
• Tempo 
• Orchestration 
• Variation 
• Timbre 
 
Making Connections 
Students should become aware of the meaning of the text as it pertains to the Shaker 
lifestyle. In collaboration with an English teacher, students may write their own poems 
inspired by Shaker beliefs. The influence of the folk song during the 1960’s period of 
social revolution and the popularity of “Simple Gifts” should be examined, helping the 
students to more deeply comprehend the meaning of the song. The song may also be 
interpreted through dance, reflecting what it means to “bow, bend and turn” through 
movement. Further study of Aaron Copland’s life and music will reveal the influence of 
social and historical context on great works of art. Copland’s “Americana” period 
occurred against the backdrop of World War II. “Rodeo,” “Fanfare for the Common 
Man,” and “Lincoln Portrait” were all composed in 1942. 
 
Using Cultural and Community Resources 
Teachers may collaborate with a visiting Teaching Artist or musician to assist students in 
composing original Shaker poems and songs, or variations on “Simple Gifts.” This 
process may culminate in an in-school performance or sharing of the new works. If 
possible, locate a performance of Appalachian Spring by and orchestra or ballet company 
which your students can attend. In addition, teachers could use cultural resources from 
the Shaker community further exploring the art and music of Shaker tradition. Visit a 
nearby Shaker community if possible (see appendix). Be sure to document and record all 
of these cultural experiences in detail.  
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Careers and Lifelong Learning 
Students should reflect upon the meaning of this song in their own lives. Consider 
questions such as:  
• What gifts have you received that changed your life? 
• How could you make your own life a place of “love and delight?” How could this 
be a short-term goal for you? In what ways could it be a process for the rest of 
your life?  
• In what ways can music enhance life? 
Students may conduct interviews with family members and people from the community 
and write a report on the above questions. The students may also examine the music as a 
“simple gift.” In what ways is Folk music and art important in the students’ own lives and 
in their diverse communities?  
 
 
APPENDIX 
“I Will Bow and Be Simple” by Roger Hall 
I will bow and be simple, 
I will bow and be free, 
I will bow and be humble 
Yea, bow like the willow tree 
Will bow, this is the token 
I will wear the easy yoke 
I will bow and be broken,  
Yea, I’ll fall upon the rock.  
 
 
Suggested Shaker Resources 
Sabbathday Lake Shaker Village  
New Gloucester, Maine 
United Society of Shakers 
707 Shaker Road 
New Gloucester, ME 04260 
(207) 926-4597 
http://www.shaker.lib.me.us 
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Hancock Shaker Village 
P.O. Box 927, 
Pittsfield, MA 01202-0927 
(413) 443-0188 
(800) 817-1137 
Fax (413) 447-9357 
http://www.hancockshakervillage.org 
Other similar communities may be contacted and studied such as the Amish Order of 
Lancaster, PA or:  
Religious Society of Friends 
15 Rutherford Place, New York, NY 10003 
(212) 475-0466 
Sources: 
 Pathways to the Orchestra: Level One; New York Philharmonic, New York, NY, 
2002.  
 Pathways to the Orchestra: Level One Compact Disk; New York Philharmonic, 
New York, NY, 2002. (CD) 
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APPENDIX C 
ARTS 
and the  
COMMON CORE 
Unit Plan 
MUSIC 
Grade Level:   9–12 
 
Title:    Zion's Walls/Pentatonic Melodies 
Length of Unit:   4 weeks 
 
Unit Description:  A study and rehearsal process of the SATB (four part) 
arrangement of Zion's Walls, arr. Aaron Copland. 
 
Author:    Cara Bernard and Michael Fram 
 
             
What’s Inside: 
Big Ideas/Enduring Understandings 
Essential Questions 
Common Core and NYC Blueprint Standards 
Sequence of Teaching and Learning Experiences 
Academic/Content Vocabulary 
Resources 
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Unit: Zion's Walls/Pentatonic Melodies (Week 1, 4 Weeks) 
 
Unit Topic & Length 
A study and rehearsal process of the SATB (four part) arrangement of Zion's Walls, arr. Aaron Copland. 
 
 
Length: the notes/rhythms of each piece may be taught within 5 rehearsals, depending on level of choir. 
However, the deeper understanding, performance practices, analysis and compositional tasks will elongate this 
unit to ~3 weeks. 
 
Attachments: Zion's Walls.pdf 
Arirang 
Zion's Walls 
 
Big Ideas / Enduring Understandings 
________________________________________________________________________________ 
 
• Music from many styles, eras, countries and traditions has been composed using Pentatonic (five-note) 
scales. 
• There are musical and textual elements of Folk music that are both discernible and significant. These 
elements are based upon musical, socio-historical and socio- political backgrounds. 
• Music notation is a "text" from which arguments can be drawn; arguments that can be supported by 
specific examples. 
 
Essential Questions 
__________________________________________________________________________________________ 
 
• What can a piece of musical "text" tell us before we hear it? 
• What system is the basis for standard musical notation?" 
• What are the unique musical and extra-musical qualities of folk music? 
 
 
Common Core & NYC Arts Blueprints Standards 
__________________________________________________________________________________________ 
NYS: CCLS: English Language Arts 6–12, NYS: Grades 9–10, Reading: Literature 
 
5. Analyze the structure of texts, including how specific sentences, paragraphs, and larger portions of the text 
(e.g., a section, chapter, scene, or stanza) relate to each other and the whole. 
• 5. Analyze how an author’s choices concerning how to structure a text, order events within it (e.g., 
parallel plots), and manipulate time (e.g., pacing, flashbacks) create such effects as mystery, tension, 
or surprise. 
6. Assess how point of view or purpose shapes the content and style of a text. 
• 6. Analyze a particular point of view or cultural experience reflected in a work of literature from outside 
the United States, drawing on a wide reading of world literature. 
 
NYS: CCLS: English Language Arts 6–12, NYS: Grades 9–10, Writing 
Text Types and Purposes 
1. Write arguments to support claims in an analysis of substantive topics or texts, using valid reasoning and 
relevant and sufficient evidence. 
• Write arguments to support claims in an analysis of substantive topics or texts, using valid reasoning 
and relevant and sufficient evidence. Explore and inquire into areas of interest to formulate an 
argument. 
3. Write narratives to develop real or imagined experiences or events using effective technique, well-chosen 
details, and well-structured event sequences. 
• 3c. Use a variety of techniques to sequence events so that they build on one another to create a 
coherent whole. 
Production and Distribution of Writing 
4. Produce clear and coherent writing in which the development, organization, and style are appropriate to task, 
purpose, and audience. 
• 4. Produce clear and coherent writing in which the development, organization, and style are appropriate 
to task, purpose, and audience. (Grade-specific expectations for writing types are defined in standards 
1–3 above.) 
6. Use technology, including the Internet, to produce and publish writing and to interact and collaborate with 
others. 
• 6. Use technology, including the Internet, to produce, publish, and update individual or shared writing 
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products, taking advantage of technology’s capacity to link to other information and to display 
information flexibly and dynamically. 
 
NYS: CCLS:Mathematics, NYS: HS: Geometry, Congruence 
G-CO Experiment with transformations in the plane 
• 2. Represent transformations in the plane using, e.g., transparencies and geometry software; describe 
transformations as functions that take points in the plane as inputs and give other points as outputs. 
Compare transformations that preserve distance and angle to those that do not (e.g., translation versus 
horizontal stretch). 
 
NYS: CCLS:Mathematics, NYS: HS: Geometry, Similarity, Right Triangles, & Trigonometry 
G-SRT Prove theorems involving similarity 
 
• 5. Use triangle congruence and similarity criteria to solve problems and to prove relationships in 
geometric figures. 
 
NYC: Arts Blueprints: Music, NYC: Grade 12, Music Making 
Students synthesize elements of music, notation, and performance practice. Students will be able to: 
 
• recognize form and structure through playing traditional and non-traditional instruments and/or singing. 
• perform and master repertoire with attention to dynamics, tempo, articulation, and phrasing. 
 
In addition to Core Music Indicators, if studying Vocal Music, students also will be able to:  
 
• adapt their performance to the requirements of a variety of vocal ensembles. 
• sing in tune. 
 
Students emerge as artists through performance, improvisation, and composition. Students will be able to: 
• perform repertoire with authentic interpretation, with particular regard to style and expression. 
 
__________________________________________________________________________________________ 
 
Content 
Students will know and understand: 
• the components/elements of a folk music 
tradition (e.g., oral tradition, performance 
practices, thematic content, historical 
significance and representation of culture) 
• the historical implications of Zion’s Walls as a 
folk tradition and representation of the 
Shaker community; a sense of musical and 
communal unity through unison singing—
alignment of vowels and phrases 
• the challenges in capturing and performing 
Skills / Strategies 
Performance 
As a result of this unit, students will be able to: 
• demonstrate ability to sing in 4 parts 
• sing with appropriate vowels, tone and proper 
English diction 
• perform meter changes of 6/8 and 9/8 with 
appropriate musical articulation and phrasing 
Analysis 
As a result of this unit, students will be able to: 
• demonstrate understanding of simple and 
compound meter, meter changes and the 
artistic choices involved 
• recognize several compositional techniques, 
including canon, countermelody, unison, 
homophony 
• distinguish the difference between 
homophonic and contrapuntal ideas 
• identify and anticipate potential problem 
spots, as well as cue notes/pick ups 
• recognize repeated pentatonic melodies 
• explain 6/8 and 9/8 meter, 
 
 
Assessments 
 
Depth of Knowledge (DOK) Levels 
 
Argue for or against Zion's Walls as a folk song 
Formative: DOK 3 Strategic Thinking: Written: Persuasive Essay 
 
Students will challenge/support Zion Wall's designation as a "folk" song, citing specific established criteria. 
Positions must be accompanied by specific, supportive citations from the text of Zion's Walls. 
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Using Compositional Techniques as Proof 
Formative: DOK 3 Strategic Thinking: Performance: Skill Demonstration 
 
Students will cite specific moments in the text of Zion's Walls that demonstrate an understanding of 
elements of Copland's writing style and Shaker musical traditions. 
 
Zion's Walls Performance Assessment 
Formative: DOK 2 Basic Application: Performance: Skill Demonstration 
 
Students will perform Zion's Walls in small groups, and be assessed on their ability to: 
-sing in tune in 4 parts 
-accurately perform compound mixed meter 
-employ stylistic directions in their singing 
 
 
 
Sequence of Teaching & Learning Experiences 
 
Among and in addition to the teaching of 
notes/rhythms and performance practices, the 
following learning experiences are offered for maximum 
understanding and high quality performance. 
 
Reading/Writing activities and approximate time span 
(all lessons can be broken up over multiple class 
sessions, and repeated as necessary) 
 
Putting it in Context (15 minutes) 
 
Attachments: Copland.pdf 
 
• In this lesson, students will learn the 
traditions and techniques that define Shaker 
music, as well as the musical philosophy of 
Aaron Copland, especially his inclusion of folk 
songs. 
 
What is Folk Music? (10 minutes) 
 
Attachments: FolkMusic.pdf 
• Students will recognize the distinct qualities of 
folk music and the folk music tradition, 
especially: 
o its function as an instrument of 
social and spiritual values 
o its use of simple, often pentatonic 
(or otherwise limited) melodies 
o its existence as an oral tradition - 
one that is passed down by rote, 
rather than in written form 
 
Compositional Techniques (Meter - 15 minutes, Texture 
– 15 minutes, Form - 15 minutes) 
 
Attachments: Techniques.doc 
 
• In this lesson, students will identify and locate 
specific compositional techniques in the three 
domains listed above (meter, texture, form) 
and use them as evidence for arguments 
about the Shaker tradition and Copland's 
compositional purpose. Teachers should guide 
conversations about the three domains to 
illustrate for students how: 
•  
1. Copland's use of compound mixed-meter      
Academic/Content Vocabulary 
 
Compositional Techniques: 
 
pentatonic 
 
neumatic 
 
syllabic 
 
melismatic 
 
homophonic 
 
contrapuntal 
 
mixed meter (3/4, 4/4, 6/8, 9/8) 
 
canon 
 
countermelody 
 
unison 
 
swing (in folk tradition) 
 
subito 
 
duplet 
 
ABA form 
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    was a result of his desire to authentically     
    capture the folk melodies he heard 
2. Copland's use of homophonic, canonic and      
    unison textures augments the themes of  
    the Shaker tradition. 
3. Copland's use of repetitive form lends a    
    simplicity to the piece, and can be seen as    
    a metaphor for the Shaker way of life. 
 
• Students will debate whether this 
arrangement Zion's Walls is, in fact, folk 
music, considering the lyrical text, the 
melodic content, and the manner in which it is 
being taught/learned 
 
MusicNotations.pdf 
WorkingWithTheMatrix.pdf 
NotatingArirang.pdf 
ArirangPassages.pdf 
CanonMelody.pdf 
Techniques.doc 
 
Resources 
 
Zion’s Walls, Adapted by Aaron Copland. Choral arrangement by Glenn Kopomen 
Published Boosey & Hawkes 
 
Recordings of Zion's Walls: 
http://www.youtube.com/watch?v=XwL-PLGLP_0&feature=related 
 
Folk Music Resources: 
 
Erdei, Peter and Komlos, Katalin. 150 American Folk Songs to sing, read, and play. Milwaukee, WI. Boosey & 
Hawkes, 1974). 
Fowler, Charles. Music, Its Role and Importance in our Lives. McGraw-Hill/Glencoe; 1993. 
Locke, Eleanor G. Sail Away: 155 American Folk Songs to sing, read, and play. Milwaukee, WI; Boosey & 
Hawkes; 1981. 
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APPENDIX D 
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APPENDIX E 
 
Letter of Introduction to Music Supervisor 
 
Dear sir/madam: 
I am asking you to participate in a research study entitled Implementation and 
Supervision of Music Education Standards in Public High Schools of New York City: A 
Study of the Blueprint for Teaching and Learning in Music. I am asking you to participate 
because you are the chairperson of a music department in a high school.  In this capacity, 
you have supervised music teachers either as a certified music supervisor or as a music 
supervisor without certification in music, and because you are an employee of New York 
City Department of Education. 
 
I am Gboye Akindeinde, a music teacher in a New York City’s high school and a 
doctoral student at Boston University.  I will be conducting the study and Professor 
Ronald Kos, my Major Advisor, will be guiding me in this study.  We hope to learn about 
how the Blueprint for Teaching and Learning in Music is implemented and supervised, 
and the music supervisors’ roles in light of the changing conditions of music education in 
New York City Public High Schools.  
 
Although I have obtained permission from New York City Department of Education to 
conduct this study, no department, governmental agency, employees union, or 
corporation is sponsoring the research.  Your participation, therefore, is entirely 
voluntary, but I will value and appreciate your involvement, and I believe it will benefit 
research in this area.  The result of this study may bring to the attention of policy makers 
and education administrators some of the problems music supervisors encounter when 
supervising the implementation of the Blueprint for Teaching and Learning in music. 
 
Questions about this study may be referred to me at any time by calling (718) 465-6360 or 
by emailing me at GAkindeinde@yahoo.com.  
 
Attached to this letter is a Questionnaire for you to complete.  
Thank you for participating.   
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APPENDIX F 
Letter of Introduction to Music Teacher 
 
Dear Colleague: 
I am asking you to participate in a research study titled Implementation and Supervision 
of Music Education Standards in Public High Schools of New York City: A Study of the 
Blueprint for Teaching and Learning in Music.  I am asking you to participate because 
you are a high school music educator, and because you are an employee of New York 
City Department of Education. 
 
I am Gboye Akindeinde, a music teacher in a New York City High School and a doctoral 
student at Boston University.  I will be conducting the study and Professor Ronald Kos, 
my Major Advisor, will be guiding me in this study.  We hope to learn about the 
changing conditions of music education in New York City Public High Schools.  
 
Although, permission has been obtained from New York City Department of Education 
to conduct this study, no department, governmental agency, employees union, or 
corporation is sponsoring the research.  Your participation, therefore, is entirely 
voluntary, but I will value and appreciate your involvement.  The result of this study may 
bring to the attention of policy makers and education administrators some of the 
problems music teachers encounter when implementing the Blueprint for Teaching and 
Learning in music. 
 
Questions about this study may be referred to me at any time by calling (718) 465-6360 or 
by emailing me at GAkindeinde@yahoo.com.  
 
Attached to this letter is a Questionnaire for you to complete.  It should take no more than 
three minutes of your time.   
Thank you for participating.   
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APPENDIX G 
Music Supervisor’s Questionnaire 
This questionnaire was developed to seek your opinion concerning the Implementation 
and Supervision of Blueprint Music Education Standards in Public High Schools of New 
York City.  Individual responses will not be identifiable in the final analysis and 
reporting.   
 
 
Name of Your School______________________________________________  
 
Name of Music Supervisor___________________________ 
Email___________________ 
 
1. To what extent are you familiar with the Blueprint for Teaching & Learning in 
Music?  
 a. Fully familiar  b. Partially familiar  c. Not Familiar 
 
2. How often have you attended the professional development on Blueprint for 
Teaching and Learning in Music?  
 a. Very often   b. Sometimes.    c. Never 
 
 
3. What barriers obstruct you and your music teachers from fully implementing the 
Blueprint for Teaching and Learning in Music?  
a. Insufficient resources    b. Inadequate instructional time  
c. No Administrative support  d. Personal educational values 
e. None 
 
4. To what extent do you evaluate music teachers based on criteria of the Blueprint for 
Teaching & Learning in Music? 
 a. Fully   b. Partially   c. Never 
 
5. What are your credentials as a music supervisor? 
a. NYCDOE certified Music Supervisor  b. Not certified in music  
 
6. Are you willing to participate in an interview if your school is selected for Case 
Study Research? 
 a. Yes   b. No 
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APPENDIX H 
Music Teacher’s Questionnaire 
This questionnaire was developed to seek your opinion concerning the Implementation 
and Supervision of the Blueprint Music Education Standards in New York City Public 
High Schools.  Individual responses will not be identifiable in the final analysis and 
reporting.   
 
Name of Your School_________________________________  
 
Your Name __________________________ Email____________________________ 
 
Directions:  For each of the items below, please circle the answer which most closely 
reflects your opinion. 
 
1. To what extent are you familiar with the Blueprint for Teaching and Learning in 
Music? 
 a. Fully familiar  b. Partially familiar c. Not Familiar 
 
2. How often have you attended the professional development on Blueprint for Teaching 
and Learning in Music? 
 a. Very often  b. Sometimes.  c. Never 
 
3. To what extent do you implement the Blueprint for Teaching and Learning in Music 
in your music classes? 
 a. Full Implementation  b. Partial Implementation  
 c. No Implementation 
 
4. What are the barriers obstructing you from fully implementing the Blueprint for 
Teaching and Learning in Music?  
a. Insufficient resources    b. Inadequate instructional time  
c. No Administrative support    d. Personal educational values 
e. None 
 
5. To what extent are you evaluated based on criteria from the Blueprint for Teaching 
and Learning in Music PreK–12? 
 a. Fully   b. Partially   c. Never 
 
6. Are you willing to participate in an interview and an observation if your school is 
selected for Case Study Research? 
 a. Yes   b. No 
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APPENDIX I 
Music Supervisors’ Semi-structured Interview Protocols 
 
Teachers’ familiarity with the Blueprint for Teaching and Learning in Music. 
1. How did you know about The Blueprint? 
2. Please, share with me your beliefs, understanding, and general impression of The 
Blueprint standards for music. 
 
Professional development on Blueprint for Teaching and Learning in Music. 
1. Do you attend the professional development about The Blueprint? 
2. Please, share with me the aspect of the professional development you value most 
or gain valuable information from? 
3. In which way, if any, has professional development about The Blueprint helped 
you to implement the standards in your school?  
 
Implementation of the Blueprint for Teaching and Learning in Music. 
1. Do you encourage the implementation of all aspect of The Blueprint in your 
school? 
2. Please, share with me how you encourage the implementation. 
 
Factors affecting implementation of the Blueprint for Teaching and Learning in Music.  
1. What factors help teachers to implement The Blueprint effectively? 
2. What barriers prevent them from fully implementing The Blueprint? 
3. How has The Blueprint affected their teaching method and style?   
4. Have you observed any change in teaching style of teachers in order to 
accommodate the implementation of The Blueprint? 
 
Supervision and evaluation of music teachers based on the criteria of the Blueprint 
1. Please, share with me the criteria you use to evaluate your music teachers. 
2. How often is the implementation of The Blueprint a topic of discussion in your 
monthly departmental faculty meetings? 
3. Do you encourage or require all music teachers to implement The Blueprint?  
4. What are your credentials as a music supervisor? 
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APPENDIX J 
Music Teachers’ Semi-Structured Interview Protocols 
Teachers’ familiarity with the Blueprint for Teaching and Learning in Music. 
1. How did you know about The Blueprint? 
2. Please, share with me your beliefs, understanding, and general impression of The 
Blueprint standards for music. 
 
Professional development on Blueprint for Teaching and Learning in Music. 
1. Do you attend the professional development about The Blueprint? 
2. Please, share with me the aspect of the professional development you value most 
or gain valuable information from? 
3. In which way, if any, has professional development about The Blueprint helped 
you to implement the standards in your classes? 
 
Implementation of the Blueprint for Teaching and Learning in Music. 
1. Do you implement all aspects of The Blueprint in your instruction? 
2. Please, share with me how and when you implement each strand. 
3. Which of the five strands do you find challenging to implement (if any) and why? 
 
Factors affecting implementation of the Blueprint for Teaching and Learning in Music.  
1. What factors help you to implement The Blueprint effectively? 
2. What barriers prevent you from fully implementing The Blueprint? 
3. How has The Blueprint affected your teaching method and style?   
4. Is it compatible with your previous teaching style or have you changed in order to 
accommodate the implementation of The Blueprint? 
 
Evaluation of music teachers based on the criteria of The Blueprint. 
1. How often is the implementation of The Blueprint a topic of discussion in your 
monthly departmental faculty meetings? 
2. Are you and all music teachers encouraged or required to implement The 
Blueprint? 
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APPENDIX K 
 
Boston University College of Fine Arts 
 
855 Commonwealth Avenue 
Boston, Massachusetts 02215 
Ph. 1.617.353.6888 F 617-353-5331 
www.bu.edu/cfa 
 
 
Letter to Parents Informing them of Classroom Observation 
 
Dear Parents of __________________________________________ 
 
I am Gboye Akindeinde, a doctoral student in music education at Boston University.  I 
am writing to inform you that I am conducting a study entitled Implementation and 
Supervision of Music Education Standards in Public High Schools of New York City: A 
Study of the Blueprint for Teaching and Learning in Music.  As part of this study, I will 
be observing your child’s music teacher as he teaches his music class on ____/____/2010.  
 
The duration of the observation is one period of instruction.  However, additional 
observation may be conducted if one instructional period is insufficient to gather the 
information needed.  Under no circumstance will the classroom observation exceed two 
instructional periods.  The observation will require that I sit in the classroom without 
intruding or participating in the classroom activities.   
 
No action other than the regular and normal classroom behavior is expected from your 
child during this observation.  Your child will not be interviewed during this observation 
or at any other time.  Students’ names will not be mentioned in the report of the 
observation or the research. I hope that this study provides results that may be used to 
institute policies that benefit the Public High School Students of New York City.  
  
Questions about this study may be referred to me at any time by calling (718) 465-6360 
or by emailing me at GAkindeinde@yahoo.com.  Please, print your name and sign below 
to acknowledge that you are aware of the classroom observation.  A copy of this letter is 
provided for your record. 
Sincerely 
 
Gboye Akindeinde 
 
I am aware that Mr. Gboye Akindeinde will observe my child’s music class. 
 
 
Parent’s Name_____________________ Signature________________ Date___/___/___ 
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APPENDIX L 
Classroom Observation Protocol for the  
Blueprint for Teaching and Learning in Music 
 
School___________________________________Teacher______________________ 
  
Number of Students Present: ___________________ Date: _____/_____/______  
 
Period: _____   Start Time: ____    End Time: _______    Subject ___________ 
 
ENVIRONMENT AND MATERIALS FOR INSTRUCTION 
# The classroom  Y/N Evidence  
1 has adequate space for the subject being taught   
2 has materials appropriate for the classroom and 
students as prescribed by The Blueprint? 
  
NOTE: 
 
CLASSROOM INSTRUCTION 
MUSIC MAKING: A complete music-making experience includes opportunities for 
hands-on and interactive learning, self-expression, and reflection. 
# 
 Does instruction include how to 
 
Y/N Evidence 
1 synthesize music elements, notation, and 
performance practice? 
 
  
2 perform, improvise, and compose music? 
 
  
3 integrate vocal/instrumental technique, 
artistry, historical context, and performance 
practice? 
 
  
4 lead specific music performance, ensemble, 
and classroom? 
 
  
5 create and critique ensemble music-making 
procedures and behaviors? 
  
NOTE: 
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MUSIC LITERACY: A complete education in music develops the ability to use and 
understand the language of music through listening and responding to live and recorded 
repertoire, notation, recording, and music technology, and description, analysis, and 
evaluation 
 
# Does instruction include how to  
 
Y/N Evidence  
1 use music elements, notation,  and vocabulary 
to attain literacy? 
 
  
2 make use of a variety of Genres and Styles to 
become literate musician? 
 
  
3 develop expertise in music Instruments, 
Voices, and Ensembles? 
 
  
4 produce music and how to use technology?   
NOTE: 
 
 
 
 
MAKING CONNECTIONS: A complete musical experience is enriched by 
recognizing parallels between music and other disciplines, gaining an understanding of 
the cultural and historical context of music, and exploring personal connections with 
music 
 
# Does instruction include how to  
 
Y/N Evidence 
1 correlate music’s role in society in a variety of 
contexts? 
 
  
2 interrelate musical elements and artistic 
development? 
 
  
3 creatively express personal connections to a 
wide variety of musical styles ? 
  
NOTE: 
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COMMUNITY AND CULTURAL RESOURCES: A complete musical education 
includes establishing relationships among the classroom, New York City and the global 
cultural community. 
 
# Does instruction include how to  
 
Y/N Evidence  
1 develop awareness of issues that shape and 
affect various musical communications in the 
world? 
 
  
2 select cultural opportunities as informed 
consumers or participants? 
 
  
3 express informed opinions about music? 
 
  
NOTE: 
 
 
 
 
CAREERS AND LIFELONG LEARNING: A complete musical education will result 
in a lifelong relationship with music in one or all of the following capacities: 
Professional, Avocational, or Consumer-related. 
 
# Does instruction include  Y/N Evidence  
1 skills that will enable students to demonstrate 
lifelong music involvement? 
  
NOTE: 
 
 
 
 
Evidence: Aspects of what The Blueprint prescribes that students should be able to do.  
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APPENDIX M 
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RPSGresearch 
To: Gboye Akindeinde  
From: RPSGresearch 
CC: Dworkowitz Barbara 
Jan 10, 2011 
Dear Gboye, 
 
Your principal approval letter has been received by the Research and 
Policy Support Group of the NYC Department of Education. 
 
Thank you. 
 
Good luck with your research. 
 
Mary C. Mattis, PhD 
Chair, Institutional Review Board 
Research and Policy Support Group 
NYC Department of Education 
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